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A TRAGIC EROTIC TRIANGLE 


Gheorghe Glodeanu 

Prof., PhD, Technical University of Cluj-Napoca - Baia Mare North University 

Center 


Abstract: St. O. Iosif, Dimitrie Anghel and Natalia Negru constitute a singular erotic triangle in 
Romanian literature. If there are cases when love manages to bring dreamed happiness (Ion and Nelly 
Pillat, Ioana and Liviu Petrescu etc.), however, in the most cases, betrayals and unrequited feelings 
cause a terrible pain, that leads to the couple disaggregating or even to the protagonist 
disappearance. Struggling love between those three writers represents a typical case then love 
destroys. 

Keywords: letter, love, parting, erotic triangle, poet, poem 


St. O. Iosif, Dimitrie Anghel si Natalia Negru alcatuiesc un triunghi erotic singular in 
literatura romana. Daca in unele cazuri iubirea reuseste sa aduca fericirea visata (Ion si Nelly 
Pillat, Ioana si Liviu Petrescu etc.), de cele mai multe ori, insa, tradarile si sentimentele 
neimpartasite provoaca o durere teribila, ce duce la dezagregarea cuplului sau chiar la 
disparitia protagonistilor. Iubirea zbuciumata dintre cei trei scriitori reprezinta un caz tipic in 
care dragostea ucide. 

Stefan Octavian Iosif s-a nascut in data de 11 octombrie 1875, la Brasov. Dupa 
examenul de bacalaureat, in 1895, se inscrie la Facultatea de Litere si Filosofie din Bucuresti, 
specializarea filosofie, dar nu isi finalizeaza studiile. Scriitor prolific, publica numeroase 
traduceri si versuri proprii. Primul sau volum de poezii originale se intituleaza Versuri si a 
aparut in 1897. Peste un an, participa la infiintarea revistei Floarea-albastra. In 1900 il 
cunoaste pe Dimitrie Anghel, de care il va lega o prietenie putemica, cei doi semnand o serie 
de opere cu pseudonimul comun A. Mirea. Este vorba de volume precum 
Cometa si Caleidoscopul lui A. Mirea. Dupa retragerea lui Vlahuta si a lui Cosbuc de la 
conducerea revistei Semanatorul, cei doi se instaleaza in fruntea publicatiei. In 1903, St. O. 
Iosif se logodeste cu Natalia Negru, tanara cu veleitati literare, pe care reuseste sa o 
cucereasca prin intermediul operei sale. Ceva similar se petrece si in romanul Jocurile Daniei 
de Anton Holban. Cei doi se casatoresc in 1904, iar peste un an se naste unicul lor copil, 
Corina. Aceasta este cea care inspira frumoasele cantece de leagan ale poetului. 

Natalia Negru s-a nascut in 1882 in localitatea Buciumeni. A urmat cursurile scolii 
primare la Gala(i si pe cele liceale la Bucure§ti. In 1901, se inscrie la Facultatea de Litere §i 
Filosofie a Univcrsitapi din Bucuresti, pe care a absolvit-o in 1907. Pe Stefan Octavian Iosif il 
cunoaste pe vremea studentici, cand frecventeaza bibboteca Fundatici Universitare „Carol I”, 
unde poetul era custode. Dupa publicarea a trei volume de versuri, acesta era considerat un 
poet consacrat in viata literara a timpului. Din pacate, tanara sotie bovarica nu este fericita in 
compania poetului boem, puternic introvertit si excesiv de timid. Neglijent, intarziind mereu 
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de acasa si avand o situatie materials precara, St. O. Iosif nu poate indeplini visele ambitioase 
ale sotiei sale. Pe fondul unor nemultumiri continue, Natalia se apropie de Dimitrie Anghel, 
devotatul prieten de familie. Nelipsit din casa tanarului cuplu, cel supranumit „poetul florilor” 
se indragosteste de frumoasa sotie a camaradului sau. Drept urmare, seducatorul 
temperamental face tot ce ii sta in putinta pentru a-i desparti pe cei doi. Lanseaza chiar 
propunerea sa se bata in duel, iar femeia sa ramana trofeul celui care supravietuieste. Sentinta 
de divort este pronuntata in data de 21 iunie 1911. Cum cel care a parasit domiciliul conjugal 
a fost St. O. Iosif, verdictul este dat in favoarea sotiei abandonate. Profund dezamagit ca si-a 
pierdut atat sotia pe care o adora, cat si cel mai bun amic, poetul se stinge de durere in data de 
22 iunie 1913 in urma unei comotii cerebrale. 

Ramasa libera, Natalia Negru se casatoreste cu Dimitrie Anghel (1872-1914) la 3 
noiembrie 1911. Boemul si intempestivul fiu de mosier, care a frecventat cafenelele pariziene, 
ii promite femeii venerate o existenta pe care St. O. Iosif nu i-o putea oferi. Din pacate, nici 
aceasta casatorie nu aduce fericirea visata. Dimpotriva, mariajul se transforma, curand, intr-un 
veritabil cosmar, incheiat tragic in noiembrie 1914. Sotul gelos si dominator isi inchide 
nevasta in casa, nu doreste sa primeasca pe nirneni si nici nu vrea sa rnearga undeva. Drept 
consecinta, adesea, cuplul este zguduit de putemice scene de gelozie. Un asemenea episod 
petrecut la Tecuci, la parintii Nataliei, aduce finalul tragic al poetului. Pentru a-si face sotia sa 
sufere, Dimitrie Anghel incepe sa povesteasca de ipoteticele sale relatii extraconjugale. 
Nedorind sa asculte, Natalia ameninta ca se ridica si pleaca. Spiritele se incing tot mai mult, 
pana cand Anghel ameninta ca, daca mai face un pas, o impusca. Se pare ca „poetul florilor” 
avea un revolver de care nu se despartea niciodata. Cum sotia nu ii asculta rugamintea, in 
culmea disperarii, Anghel trage un foe de arma cu intentia de a o speria. Din pacate, glontele 
ricoseaza si o raneste superficial. Vazandu-si consoarta plina de sange cazuta la pamant, 
poetul crede ca a ucis-o, motiv pentru care incearca sa se sinucida impuscandu-se in piept. Nu 
se stinge imediat, ci dupa doua saptamani de chin, la 13 noiembrie 1914. In ciuda ingrijirilor 
acordate de catre fratele sau medic la spitalul din Iasi, Dimitrie Anghel este rapus de 
septicemia provocata de infectarea ranii. 

Drama „femeii fatale” nu se termina odata cu disparitia celor doi poeti. Fiica ei din 
prima casatorie, Corina, moare in timpul bombardamentului lansat de catre armata germana 
asupra Bucurestiului in data de 13 septembrie 1916. Mai exact, ea este lovita de schija unui 
proiectil aruncat dintr-un zeppelin gennan ce survola capitala. Se pare ca numarul 13 are 
conotatii tragice in destinul zbuciumat al Nataliei Negru. 

Povestea subiectiva a celor doua iubiri nefericite este relatata de catre femeia cu 
veleitati literare in romanul autobiografic intitulat Helianta, dar informatii interesante gasim 
si in schimbul epistolar dintre cei trei protagonisti. Alte detalii ne ofera volumul Durerile 
poeziei. Amintiri, purtand semnatura Nataliei Negru. Ramasa singura, autoarea nefericita 
continua sa scrie si sa traduca, fara sa devina, insa, un nume important in viata literara. Dupa 
doua mariaje furtunoase, ea se recasatoreste cu teologul loan Gheorghe Savin (1885-1973), 
alaturi de care are o viata mult mai calma. Batrana si uitata, femeia fatala de odinioara, 
capabila sa trezeasca pasiuni criminale, se stinge din viata in data de 2 septembrie 1962, la 
Tecuci, in pragul varstei de 80 de ani. 

Considerata vinovata pentru moartea celor doi poeti, Natalia Negru a fost nevoita sa 
indure oprobriul public, Hind aspru condamnata de catre contemporani. In Istoria literaturii 
de la origini pana in prezent, disecand ironic melodrama celor trei protagonisti, G. Calinescu 
vorbeste destul de caustic la adresa ei. Reconstituind povestea tragi-comica a triunghiului 
erotic, istoricul literar mentioneaza faptul ca, la inmormantarea lui Dimitrie Anghel, o doamna 
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„patrioata” din multime i-a strigat urmatoarele rnuzei irezistibile: „Mizembilo, care omori pe 
toti oamenii mari ai tarii!” (G. Calinescu, Istoria literaturii romane de la origini pdna in 
prezent, Eclitia a Il-a, revazuta §i adaugita, Editic si prefa|a de Al. Pirn, Bucurcsti, Editura 
Minerva, 1982, p. 691) La randul lui, criticul Serban Cioculescu se dovedeste necrutator in 
ceea ce o priveste pe seducatoarea dona Juana. Situandu-se de partea victimelor, in ltinerar 
critic I (Editura Eminescu, 1973) si in ltinerar critic II (Editura Eminescu, 1976), reputatul 
exeget al operei lui Caragiale il considera pe Iosif ,, un mare naiv ”, ,, dezarmat inaintea unei 
agresiuni bine calculate”. Pe de alta parte, Natalia ii apare drept ,,o tanara desteapta, 
indrazneatd, mai mult actrita decat poeta” . Inzestrata cu o luciditate debordanta, 
seducatoarea joaca un rol, prin care doreste sa obtina doua lucruri: matrimoniul si notorietatea 
literara. Peste ani, povestea dramatica a triunghiului erotic a fost reluata de catre Al. 
Cistelecan. In maniera sa ironico-caustica specified, acesta vede in Natalia Negru o „femeie- 
drog”, cum au mai fost atatea in literatura. 

Acestea sunt datele problemei. Dar iata ce spun documentele. In 1969, Horia Oprescu 
a publicat o ampla selectie din corespondenta primita si cea trimisa de catre St. O. Iosif 
(Corespondenta , Editie ingrijita, Note si Cuvant inainte de Horia Oprescu, Editura Pentru 
Literatura, 1969). Volumul contine noua sectiuni ample, inegale ca intindere, redactate in 
epoci diferite. Doua dintre ele vizeaza corespondenta amoroasa semnata de catre St. O. Iosif, 
Natalia Negru si Dimitrie Anghel. Mai exact, capitolul al V-lea reuneste Corespondenta 
dintre St. O. Iosif si Natalia Negru, in timp ce capitolul urmator contine Scrisori trimise de 
Dimitrie Anghel Nataliei Negru. Din pacate, nu s-au pastrat epistolele pe care le-a trimis 
femeia fatala „poetului florilor”. Pe parcursul a doua sute de pagini, putem reconstitui 
romanul epistolar de dragoste dintre St. O. Iosif si Natalia Negru. Se pare ca poetul singuratic 
si ursuz nu se astepta sa trezeasca interesul uneia dintre cititoarele sale. Drept urmare, in ciuda 
prejudecatilor timpului, e nevoie ca tanara studenta sa preia initiativa. Natalia insasi este cea 
care ii povesteste lui Horia Oprescu, la senectute, cum 1-a cunoscut pe Iosif. Episodul este 
relatat in prefata volumului de Corespondenta. Poetul si Muza lui se intalnesc prin 
intermediul operei. Juna studenta cu ambitii literare este atrasa de scriitorul care se bucura 
deja de un oarecare prestigiu in lumea literelor. Ea este cea care face primul pas catre sfiosul 
custode al bibliotecii de la Fundatia universitara. Cum poetul cu ochi blajini nu observa ca 
este privit dintr-un ungher ascuns numit „coltul cu dor”, cititoarea pasionata se vede obligata 
sa recurga la o veritabila strategic a seductiei. Luandu-si inima in dinti, intr-o buna zi, Natalia 
ii transmite bibliotecarului cu veleitati scriitoricesti - impreuna cu lisa prin care solicita o 
carte - si un biletel cu cateva versuri personale, dar si cu dorinta de a primi un raspuns. Apoi, 
in mod strategic, nu se mai arata cateva zile. Desi stangace, versurile nimeresc la tinta, 
zdruncinand inima adormita a poetului. In data de 4 februarie 1903, acesta ii raspunde tinerei 
admiratoare. Formula de adresare si maniera in care vorbeste despre sine tradeaza modestia 
lui St. O. Iosif: „Slavita domnita, Sunt un biet gramatic, nevrednic de prietenia dumitale - o 
marturisesc - dar ma tern ca pedeapsa ce-as merita-o sa nu fie prea aspra ca s-o pot indura ”. 
Poetul constata faptul ca, de cand nu mai zareste stralucirea ochilor albastri, „s-a intunecat 
pamantul si cerul, si tot nor si posomorat e pretutindeni ”. Plecand, a luat primavara cu ea, iar 
„coltul cu dor” unde-i placea sa zaboveasca „domnitei visatoare” a ramas pustiu. In lipsa ei, 
ceasurile tree anoste si grele si moare de urat. „Sarmanul gramatic de la Fundatie” intelege 
destul de greu ceea ce se intampla cu el si nu ii vine sa creada ca s-a trezit din lunga letargie. 
El este poetul, dar recunoaste ca Natalia este muza, cea care stie sa tulbure si sa amageasca un 
biet suflet cu farmecul unui vers. Adevarata poezie este ea insasi. Citindu-i versurile, 
descopera ceva din zambetul ei tainic si din misterul ochilor albastri care i-au rapit toate 
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gandurile. Nu e de mirare ca maestrul ursuz se indragosteste de propriul discipol. Recunoaste 
pericolul ce il pandeste, dar nu realizeaza proportiile dezastrului ce il asteapta: „Si de aceea 
esti de doua ori max primejdioasa si ma tem de dumneata cum s-ar teme un rob inamorat de 
stapana lui”. Poetul semneaza Steo, acesta fiind apelativul cu care este cunoscut in randul 
prietenilor. La randul lui, de la numele Natalia, Iosif ajunge la diminutive precum Lia, Li, 
Liusor, Liliana, Lilian. Odata facut primul pas, obstacolele dintre cei doi tineri se prabusesc. 
Adesea, Natalia ii trimite din versurile proprii, pentru ca poetul sa se pronunte asupra lor. Desi 
cam stangace, ele reusesc sa il impresioneze puternic pe gramaticul de la Fundatie deoarece 
vorbesc despre dragoste, dor, singuratate. Intalnirea cu Natalia Negru il marcheaza profund pe 
solitarul St. O. Iosif, schimbandu-i in mod radical cursul vietii. 

Deja printre primele scrisori ale Lilianei se gaseste una care vorbeste in mod elocvent 
despre conceptia ei asupra vietii. Alcatuit intr-o proza ritmata ce se doreste a fi poezie, 
pastrand vadite accente eminesciene, mesajul este datat 24 mai 1903: „Steol Idealul meu a 
fast si este - sa pot face pe cineva faricit cat oi trai./ Te-am intdlnit pe tine./ Dumnezeu sa-mi 
ajute! Ramai!/ Esti visul meu dintai,/ Iubirea mea ditx urma ”. Din pacate, momentul de 
armonie deplina nu tine mult. In ciuda promisiunilor de iubire vesnica, grijile materiale 
destrama in mod treptat fericirea initiala a cuplului. Cu toate acestea, nu poate fi negat faptul 
ca, la inceputul relatiei lor, Natalia Negru 1-a iubit pe St. O. Iosif. Sau a crezut ca il iubeste. 

In momentele in care se cearta, Steo ii trimite scrisori disperate. Ii scrie din mijlocul 
familiei, iar ai lui sunt fericiti ca poetul boern si excesiv de timorat incearca sa isi schimbe 
stilul de viata. O modificare care i se datoreaza Nataliei. Trece pe strada ei, cu speranta ca o 
va revedea. Regreta amamic pasul gresit, dar nu explica in ce consta el, de regula fiind vorba 
despre lucruri rninore. O asteapta cu infrigurare la biblioteca si devine trist constatand ca ea 
nu vine. Ajunge, insa, o crenguta de liliac primita din partea iubitei pentru ca starea de spirit a 
indragostitului sa se schimbe. Recunoaste ca, uneori, Li are placerea sadica de a-1 chinui, ca 
pe urma sa se indure de el. Poetul inzestrat cu o sensibilitate exacerbata este tulburat, tremura, 
dar furtuna se topeste la cel mai mic zambet al femeii adorate. Pesimist, constata faptul ca 
lumea este rea si nu le da pace. Viata e trista, iar traiul e plin de amaraciune. Si Li e plictisita 
de atatea mizerii cate sunt pe lume. Dezamagit de necazurile existentei cotidiene, viseaza ca 
este un mielusel dezmierdat de mana stapanei sale atunci cand ea se trezeste. Din visul idilic il 
trezeste, insa, realitatea brutala: „ Stau la «Minerva» si astept corecturi. Si tare mi-e uratl Mor 
de urat! Mi-e dor de Li si mi-e sila de toate si iar mi-e dor de Li, numai de Li. Eu nu vreau 
decdt Li pe lumea asta. Tot ce e frumos si sfdnt e Li. Incolo nu mai vreau sa stiu. Vine Li 
deseara? ” 

In scrisoarea datata 27-28 mai 1903, St. O. Iosif, obosit de mizeriile existentei 
cotidiene, se intoarce spre draga lui Lia „ca la un izvor de ganduri sfinte, de bucurii curate”. 
Gandul la ea reuseste sa aduca visata alinare. Poetul vorbeste de rautatea lumii, de care se 
incredinteaza tot mai mult. Recunoaste ca a asteptat-o cu infrigurare si a tremurat ori de cate 
ori s-a deschis usa, desi stia ca nu poate sa vina. Nu a mai vazut-o de cateva zile si, ca sa se 
linisteasca, ii citeste scrisorile. La un moment dat, se intreaba daca a meritat „norocul acesta 
suprem” de a o intalni. Un noroc ce se va transforma in nenorocul suprem. O numeste „inger 
drag” si ii multumeste pentru cuvintele frumoase pe care i le adreseaza. Este atacat in presa 
punandu-i-se la indoiala talentul, dar iubirea si gandul la ea ii dau curaj. La un moment dat, 
Natalia isi numeste prietenul „Luceafar drag si scump”. In viziunea ei, Steo este o varianta 
contemporana a lui Eminescu, de unde si supralicitarea valorii poetului. 

Exista o vadita discrepanta intre stilurile celor doi corespondenti. Spre deosebire de 
hipersensibilul Iosif, Natalia este o bovarica, o visatoare ce isi proiecteaza visul de fericire in 
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compania lui Steo, numit la 5 iulie 1903 „Steluta draga si iubita”. Amazoana recunoaste ca a 
stat pana tarziu pe o banca din curte cu privirea dusa pe ganduri. Cu ochii la luna, isi face o 
serie de planuri in compania omului iubit. Abia stropii de ploaie o trezesc din starea de reverie 
in care se cufunda. Visul din starea de veghe continua si in timpul somnului, ca dovada ca 
iubita se gandeste in mod serios la el. Se pregateste sa isi intalneasca prietenele, care nu vor 
ezita sa o intrebe de Steo. Considera, insa, ca exista lucruri pe care ar trebui sa le stie doar ei 
doi. Recunoaste faptul ca Iosif e bun si sincer, in sensul ca spune ceea ce simte. Se intreaba, 
insa, daca este vorba de ceva statornic sau numai de un capriciu de primavara. Si ei ii este dor, 
un dor „trist si vag”, asemanator cu cel al simbolistilor, mai mult livresc decat real. Ramane 
neincrezatoare, deoarece stie ca o greseala ar costa-o „seninatatea sufletului toata viata”. 
Apreciaza frumusetea versurilor lui Steo, astfel incat am putea spune ca Lia se indragosteste 
mai mult de opera decat de omul din spatele ei. 

La 13 iulie 1903, Natalia Negru il numeste pe Iosif „fratiorul meu dragut” si isi 
semneaza epistola „Sora ta”. Este dovada clara ca aceasta relatie nu prea are nimic erotic, 
bazandu-se pe fascinatia exercitata de opera poetului. Nu intamplator, Natalia Negru isi 
exprima entuziasmul fata de poezia Apus, care a vazut lumina tiparului in nr. 28 din 1903 al 
revistei Semandtorul. Neincrezatoare in propriul talent, Lia il numeste „Luceafarul meu 
scump”. ii cere sa ii serie cat mai des, lasand sa se inteleaga faptul ca parintii ei, totusi, il 
accepta. Fiinta romantica, viseaza la momentul in care se vor intalni amandoi in dumbrava si 
vor privi fermecati apusul soarelui si rasaritul lunii. Ii cere sa ii raspunda cat mai repede si isi 
exprima dorinta ca el sa nu mai fie atat de ocupat atunci cand ii serie. 

in data de 15 iulie 1903, Natalia ii trimite o lunga epistola in versuri, care suna cam 
asa: „ Draga Steo, ce mai faci?/ Stai in Bucuresti, si-mi taci?...// Si noua nu ne mai scrii/De e 
rau, de-s bucurii?” Scrisoarea urmatoare este o poveste in versuri, intitulata Izvorul si 
floarea. Sunt creatii ce vorbesc despre dorinta Nataliei de a serie cat mai mult, dar dezvaluie 
si talentul precar al acesteia. Asaltul poetic continua in 22 iulie 1903, cu poemul cu iz de 
doina intitulat Nostalgie. Constienta de stangacia versurilor sale, autoarea ii cere clementa 
maestrului, zicandu-i: „Nu rade Steluto!... ” 

Alta data, poetul da glas norocului pe care 1-a avut intalnind un inger care il iubeste. In 
maniera eminesciana, autorul Romantelor din Heine este numit Steluta. Romanticul 
indragostit vorbeste despre dorul ce il cuprinde si se simte vinovat ca nu a stiut sa pretuiasca 
mai bine momentele petrecute „ldnga mireasa, si craiasa, si dulcea mea Liliana’’. La 
recomandarile Nataliei, citeste Atala de Chateaubriand si, ca intr-o pastorala, recunoaste ca ar 
dori sa parcurga si sa comenteze asemenea lucrari in compania iubitei, intr-un colt mirific din 
natura. Cu alte cuvinte, viseaza la o „tovarasie literara”, in care identifica idealul suprem. Ii 
cere rabdare pentru a putea infaptui acest deziderat, considerand ca timpul este aliatul lor. 
Accepta cu greu hotararea ei de a se vedea doar o data pe saptamana, deoarece ii este mereu 
dor de ea. Se resemneaza, insa, si asteapta orele de fericire pe care le aduce „Sfanta Vineri”. 
In liecare seara, inainte de a adormi, repeta aceeasi rugaciune, prin care cere ca saptamana sa 
treaca mai repede pentru a II, din nou, in compania ei. 

In scrisoarea din 9 septembrie 1903, Natalia rezuma filmul apropierii lor, maniera in 
care Steo a devenit „Steluta” adorata a Liei, „logodnicul cel dulce” la care ea viseaza de atata 
vreme. Cum creatia este cea care ii apropie pe cei doi, epistolele abunda in trimiteri la 
publicatiile vremii, care sunt comentate mai mult sau mai putin elogios. Alta data, mesajul ia 
forma unui lung poem sau a unei povestiri. Desi nu pare la fel de puternic cuprinsa de iubire 
precum St. O. Iosif, Natalia traieste vadite momente de gelozie atunci cand citeste versurile 
Mariei Cuntan din „Semanatorul” dedicate poetului. 
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In data de 5 noiembrie 1904, Iosif ii scrie cS se pregSteste sS vinS la Galati in calitate 
de logodnic. Are intentia sa se prezinte in mod ceremonios in fata d-lui si a d-nei Negru ca sa 
o cearS de sotie pe Liliana lui. AmanS, insS, cu cateva zile cSIStoria, cu speranta unei vesti 
importante privind viitorul sSu. Mai exact, Iosif se gandeste la o slujbS mai bine remuneratS in 
care sa fie promovat. SperS sa fie avansat, dar, spre dezamSgirea lui, pe post este numit 
altcineva. Avand ganduri matrimoniale serioase, esecul il marcheazS putemic. Este atat de 
afectat, incat are impresia ca este urmSrit de fatalitate. Ajunge la aceastS concluzie pesimistS 
deoarece tot ceea ce incearcS ii iese pe dos. 

Confruntat cu o situatie materials precarS si avand studiile neincheiate, timidul Iosif isi 
consults tatSl in privinta drumului de urmat. Acesta se aratS incantat de proiectele fiului sSu, 
pe care vrea sS il vadS fericit si laudS frumusetea viitoarei mirese. Intristat deoarece nu ii 
reusesc proiectele de viitor, poetul recunoaste cS nu a avut incredere in sine niciodatS. 
Singurele exceptii vizeazS actul creatiei si momentele in care iubita se gSseste in preajma lui: 
„ Tu si poezia - e tot ce am, si va inruditi asa de mult, ca am inceput sa va confund si nu va 
mai pot desparti una de alta Gandurile negre ii sfasie sufletul, asemenea unui „pribeag pe 
o campie ninsa, gonit de o haita de lupi In ciuda insistentelor, nu reuseste sS se intalneascS 
cu profesorul Ion Bianu, seful Bibliotecii, ca sS abordeze problema delicatS a posibilei sale 
avansSri. Se bucurS cS la Editura Socec i-a apSrut volumul Poezii, iar tirajul de 1500 de 
exemplare i se pare suficient de mare pentru o tarS in care nimeni nu citeste „poizele”. 
Recunoaste cS nu credea cS este atat de popular si nu stie cate din exemplarele vandute i se 
datoreazS Nataliei si prietenelor sale. Despre drepturile de autor nu suflS o vorbS, dovedind cS 
nici in 1904 cSrtile de poezie nu reprezentau o afacere. 

AmanatS destul de mult timp, nunta celor doi are loc in luna iulie 1904. In mesajele 
sale, Iosif descrie pregStirile pentru marele eveniment. Desi se anuntS numerosi oaspeti, 
poetul doreste sS isi invite doar prietenii intimi. DacS festivitatea se organizeazS la 
Buciumeni, exists sanse sS participe si personalitSti precum Iorga sau Scurtu. Se gandeste ca, 
dupS nuntS, sS piece la Viena, dupS care sS se ascundS intr-un sat din Tirol, unde sS se dedice 
creatiei. Recunoaste cS ar fi firumos si in tarS, la munte, dar exists pericolul de a se intalni cu 
numerosi cunoscuti. La intoarcere, in septembrie, ar putea pregSti impreunS examenele. AflS 
cS urmeazS sS fie numit conservator la Muzeul „Th. Aman”, ceea ce i-ar garanta oarecum 
subzistenta. 

UrmStoarele piese ale schimbului epistolar insists pe pregStirea cSsStoriei, festivitate 
in care se implies putemic si pSrintii Nataliei. Cununia civilS urmeazS sS aibS loc la Galati, iar 
cea religioasS, la Buciumeni. Primul eveniment este fixat pentru 25 iulie 1904, in timp ce al 
doilea, pentru 29. In mod paradoxal, in loc sS vorbeascS de fericirea visatS, in scrisoarea din 8 
iulie, tanSra mireasS mSrturiseste cS e supSratS si plictisitS de atatea griji. Chiar si viitorului 
sot ii vorbeste pe un ton destul de rece, telegrafic. AltS datS, aflSm cS plange tot timpul si 
viseazS urat. Sunt semne ce anticipeazS viitoarea dramS sentimentalS. 

Din pScate, desi anuntatS, numirea la Muzeul „Theodor Aman” intarzie, iar Iosif se 
vede obligat sS ii trimitS scrisori disperate ministrului Spiru Haret. Vrea sS scape de seria de 
necazuri ce i-a marcat existenta, pentru ca la toamnS sS fie asezati si linistiti. Cum nu stS bine 
cu banii, se multumeste cu o nuntS micS, intimS, in familie. In ceea ce ii priveste pe prietenii 
sSi, mentioneazS cS este vorba de oameni ce nu tin la formalitSti, iar prea mult zgomot i-ar 
indispune. 

Desi scrisorile nu sunt datate intotdeauna, pauzele dintre ele devin tot mai frecvente 
dupS cSsStorie. Astfel, intre 24 septembrie 1904 si 27 aprilie 1905 se asterne o lungS tScere. 
DuminicS, 1 mai 1905, Iosif i se adreseazS Nataliei cu apelativul „Draga mea sotioara” si isi 
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aduce aminte ca se implineste un an de cand au schimbat inelele. Regreta ca nu sunt impreuna 
ca sa poata evoca drumul lor comun de pana atunci si isi exprima dorul netarmurit. In acelasi 
timp, vorbeste despre publicarea amplului poem istoric Din zile mari dedicat lui Stefan cel 
Mare. Tot la aceeasi data, Natalia Negru rememoreaza evenimentele care au trecut. E 
contrariata ca se afla departe de sotul ei (pe care il numeste „Dulce si iubita stea”) si se 
gandeste la mizeriile pe care a trebuit sa le indure in perioada care a trecut. Are, insa, 
incredere in iubirea lor ce creste pe zi ce trece si in bunatatea divina a lui Steo. Drept urmare, 
priveste cu incredere al doilea an de mariaj. 

Desi casatoriti, cei doi continua sa fie mai mult despartiti decat impreuna. La un 
moment dat, Iosif primeste o telegrama despre nasterea fetitei lor, Corina (Cocuta) si nu mai 
are o clipa de liniste. Din pacate, lipsa banilor si problemele de la fundatie il impiedica sa isi 
viziteze imediat sotia si fiica. Schimbul epistolar vorbeste despre greutatile de ordin financiar 
cu care se confrunta tanara familie. Problemele se prelungesc si pe parcursul anului 1905, 
scrisorile ramanand singurele bucurii in lungile perioade de despartire. Natalia locuieste la 
Tecuci si Buciumeni, unde beneficiaza de ajutorul parintilor, in timp ce Iosif incearca 
zadarnic sa isi gaseasca un serviciu mai bine platit la Bucuresti. In ciuda diligentelor, numirea 
pe post se transforma intr-o odisee ce nu se mai termina. Drept urmare, poetul se simte singur 
si strain si este chinuit de dor. 

Situatia cuplului se dovedeste deosebit de precara, astfel incat tatal Nataliei incepe sa 
fie tot mai sceptic in privinta viitorului lor comun. Spune ca, daca isi vor lua licenta, face aripi 
si zboara, iar daca nu, ii goneste cu jardia pe dupa casa. 

Intr-o scrisoare din 1907, Natalia spune ca fata lor e frumoasa si geniala. In rest, 
mesajele vorbesc despre problemele domestice. Scrisorile ofera imaginea unei casnicii 
chinuite, cu numeroase despartiri provocate de gravele probleme materiale cu care se 
confrunta cei doi tineri. La un moment dat, Iosif exclama: „Mi-e dor tare-tare de voi, si pana 
sambata, cand sper cu ajutorul lui D-zeu sa va strong in brate si sa va sarut pana m-oi 
satura, pana atunci, nu stiu cum as face sa treaca vremea mai repede. Ma plictiseste tot ce nu 
e voi si ce nu-i al vostru. Mi-e nesuferit Bucurestiul si mi-e urata casa pustie, si numai la voi e 
linistea si fericirea si bucuria mea 

In data de 18.12.1910, Natalia ii scrie de la Paris, unde face o calatorie impreuna cu 
Corina. E impresionata, dar totul i se pare foarte scump. Scrisoarea se dovedeste destul de 
rece si vorbeste mai mult despre fiica lor. Este perioada premergatoare despartirii, ceea ce 
explica tonul distant. 

Foarte importanta privind relatia dintre cei doi soti se dovedeste epistola Nataliei 
datata 31 decembrie 1910. Este vorba de un raspuns la randurile disperate trimise de catre 
Steo, randuri care, din pacate, nu s-au pastrat. Deja formula de adresare exprima starea de 
spirit coplesitoare ce pune stapanire pe epistoliera: „Bunul meu Steo”. Lia ii spune ca i-a citit 
randurile cu lacrimi in ochi si ii scrie plangand. A crezut ca tristetea ei profunda nu poate avea 
grade de comparatie, dar recunoaste ca se insala. Constientizeaza faptul ca mai trist decat ea 
era tocmai tovarasul ei de viata. Se intreaba a cui e vina si este de parere ca nu poate fi numai 
a ei. Este prea abatuta pentru a-i scrie mult, dar tine sa il asigure ca il iubeste tot pe el: „te 
iubesc tot pe tine, si daca mai visez un moment de liniste si de multumire sufleteasca, apoi il 
visez alaturi de tine. Cum nu poti face rost ca sa vii aid, si sa traim celputin o luna in liniste, 
si poate in fericire? ” Ii cere sa ii scrie, dar sa nu ii mai spuna lucruri triste si mai ales sa nu ii 
vorbeasca despre moarte. Recunoaste ca, asa cum nu o poate uita el, nici ea nu poate sa nu se 
gandeasca la sotul ei. In plus, si fiica lor, Coca, „ are unele vorbe cari te patrund la inima ”. 
Este un moment sensibil, in care mariajul celor doi mai putea fi salvat. Din pacate, Iosif nu 
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are banii necesari pentru a face o calatorie la Paris ca sa isi impace consoarta. O face, in 
schimb, Dimitrie Anghel, gest ce va inclina balanta defmitiv in favoarea acestuia din urma. 

In mod treptat, schimbul epistolar dintre cei doi se rareste in mod semnificativ, iar 
mesajele reflects criza casniciei si reprezinta tot atatea marturii ale despartirii. Desi la un 
moment dat se parea ca exista dorinta de impacare, divortul este pronuntat in data de 2 iunie 
1911. Pregatindu-se sa piece in strainatate pentru o luna, Iosif merge sa isi ia adio de la Corina 
si de la Natalia. 

La 18 octombrie 1911, poetul ii scrie lui Avram Negru, tatal fostei sale sotii. Ii 
multumeste pentru poamele primite si ii promite ca o va trimite pe Corina la vie. Fata se afla 
in grija surorilor sale, a crescut si a facut mari progrese. Recunoaste ca pe Natalia nu a mai 
vazut-o de la deschiderea stagiunii teatrului din Craiova. Nu a vorbit cu ea, deoarece se gasea 
in compania lui Dimitrie Anghel. Din gazete afla ca a fost si la Galati. Recunoaste ca a facut 
tot posibilul ca sa o opreasca din ratacirea ei, dar nu a putut evita dezastrul. Finalul scrisorii 
este elocvent: „Acum m-am incredintat ca totul e zadarnic, si voi pastra-o in sufletul meu ca 
pe un copil pierdut, care mi-a fost foarte drag, dar nu m-a inteles. Ii doresc sa fie mai fericita 
deceit cu mine si deedt mine, dar tare ma tern ca nu va ft asa. Si-a robit viata de-un om 
necinstit. Sa dea Dumnezeu sa nu regrete 

Intr-o scrisoare nedatata, Natalia Negru incearca sa explice esecul legaturii lor. Femeia 
indurerata apeleaza la functia terapeutica a scrisului pentru a-si potoli lacrimile. Tresare prin 
sornn suspinand si lacrimile ii siroiesc. Ceva o apasa pe suflet, o inabusa si nu se poate usura 
decat plangand. Se intreaba apoi de ce plange. Dupa fericirea pe care nu a avut-o niciodata? 
De fapt, plange dupa fericirea pe care a visat-o si pe care acum nu o mai poate visa. Considera 
ca Iosif spera lucruri imposibile, deoarece au incercat deja sa salveze, in repetate randuri, 
legatura lor. Mai mult, il face vinovat pe poet ca a adus „deznadejdea in casa”. Este de parere 
ca slabiciunea lui a provocat si ratacirea ei. „ Unde-am ft putut ajunge impreuna?” se intreaba 
femeia bovarica inselata in aspiratiile sale. Apoi adauga: „ Ce sacrificii mai puteam sa fac? In 
cefel puteam sa mai muncesc? N-am incercat orice? Cum m-as ft putut resemna mai mult? ” 
Este de parere ca talentul poetului nu este suficient pentru a-si jertfi viata. Barbatului slab i se 
reproseaza faptul ca nu a facut nimic ca sa ii dea curaj in viata si ca sa o pastreze alaturi de el. 
Mai mult, facand bilantul dezastrului, Natalia se considera adevarata victima. Dupa ce timp 
indelungat a ascultat de glasul inimii, ea se transforma intr-o flinta pragmatica: „Si acum, in 
urma dezastrului, care-i adevarata victima? Tie iti lipsesc numai eu, dar eu cu ce-am ramas? 
E atata otrava in atmosfera pe care-o respir incat ma mir cum mai pot rezista... Si-acum ce 
ma pui la cale sa fac?... Sa viu la tine... dar ce-mi fdgdduiesti? Care-i viata pe care-o prevezi 
tu? Ce n-ai facut singur ca sa spulberi ultimul rest de incredere pe care as mai ft avut-o in 
tine? Cari ar putea fi prevederile tale pentru viitor? Cum? unde sa traim? Stii bine cat tn-au 
chinuit acei ce trebuiau sa-mi fie de-un ajutor. In pustiu m-am trezit, in pustiu mi-e dat sa 
traiesc si sa mor. Acum abia inteleg pe biata d-ra Carcalechi. Acum inteleg cat de trista e 
soarta femeii si cat rau iti poate face sentimentalismul 

Ultima scrisoare importanta din acest amplu si dureros corpus epistolar este datata 26 
iunie 1913 si poarta semnatura lui Stefan Iosif, tatal poetului. Acesta o anunta pe „stimata 
doamna Negru” ca fiul lui a decedat, in mod neasteptat, in data de 22 iunie si ca 
inmormantarea s-a facut „de nevoie” deja a doua zi. Imprejurarile 1-au impiedicat sa o 
instiinteze la timp ca sa o poata aduce pe Corina pentru a-si vedea tatal pentru ultima oara. 
Zugravind imprejurarile mortii, parintele indurerat povesteste ca Iosif a murit in mod 
neasteptat, fara sa fie bolnav. A plecat de dimineata cu gandul sa o viziteze pe Corina, la Iasi, 
iar a doua zi familia a fost instiintata de la spital de disparitia poetului. Se pare ca ultimele lui 
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cuvinte au fost: „Lasati-ma sa-mi vad nevasta si fetita”. Stefan Iosif isi anunta fosta nora ca 
nepoata se va putea baza intotdeauna pe dragostea bunicilor ei. Chiar majestatea sa, regina, s- 
a interesat de cei ramasi in urma poetului si a promis ca va avea grija de copil. 

Capitolul al VI-lea din volumul de Corespondenta ingrijit de catre Horia Oprescu 
contine Scrisori trimise de Dimitrie Anghel Nataliei Negru. Este vorba de texte in masura sa 
arunce o noua lumina asupra insolitului triunghi erotic. Numarul mesajelor este mult mai mic, 
la acest lucru contribuind faptul ca nu s-au pastrat si raspunsurile Nataliei. Textele reflects 
apropierea treptata dintre cei doi protagonisti. Din pacate, scrisorile nu sunt datate, ceea ce 
impiedica reconstituirea exacta a evenimentelor. 

Mai intai, Dimitrie Anghel ii trimite un bilet „prietenei Natalia”, prin care ii solicits o 
intrevedere atunci cand servitoarea este plecatS de acasS. Textul este semnat cu porecla 
poetului, Mitif. Judecand dupS formula de adresare, sentimentele dintre cei doi abia incep sa 
se infiripeze. In mesajul urmStor, poetul isi numeste iubita „Fabiola mea”, trimitand la 
faimoasa crestinS din secolul al IV-lea care, dupa moartea sotului ei, si-a vandut intreaga 
avere impSrtind-o sSracilor. Si urmStoarele formule de adresare se dovedesc elocvente: 
„Coana Natalita”, „Puiul meu”, „Fabi DragS”, „Puiul rneu drag”, „Fabiola mea dragS”, 
„Scumpa mea Fabiola”, „Draga mea Fabiola”, „MSicuta mea draga”, „Puiule drag”, „CoanS 
Natalita draga”, „Sfinxul meu drag”, „Fabi draga mea”, „Fabi draga”, „Puiule”, „Fabi”, 
„Natalia”. 

Formulele de incheiere se dovedesc si ele elocvente, marcand suisurile si coborasurile 
povestii de dragoste: „A1 d-tale Mitif’, „RoagS-te pentru mine!, Mitif’, „SSrutSri, Mitif’, „Te 
sSrut, dulce, dulce, Mitif’, „Mit”, „A1 tSu. Mitif’, „Fabius”, „Te sSrut si somn bun, Fabius”, 
„Cu stimS, Fabius”, „Salve - Mitif’, „D. Anghel”, „Te sarut dulce, Mitif’, „A1 tau, Mi”, 
„MiticS”, „M.”, „Anghel”. 

Spre deosebire de sensibilul si retrasul Iosif, Dimitrie Anghel se dovedeste un viveur, 
un dionisiac. DacS visStorul Iosif trSia sub emblema lui Don Quijote, in schimb, seducStorul 
poet al florilor isi duce existenta sub zodia lui Don Juan. 

Intr-o scrisoare cu puternice accente ludice, Mitif vorbeste despre premonitiile 
prietenului sSu, Alfred, care 1-a visat murind de moarte violentS. Desi la data redactarii 
scrisorii poetul se bucura de o excelenta sanatate fizica, randurile au o socanta valoare 
premonitorie. Singura primejdie serioasa o vede doar in posibilitatea de a muri de dorul ei. Nu 
se gandeste sa isi redacteze „dispozitiunile testamentare”, deoarece singurul bun pamantesc pe 
care il are este ea. De asemenea, unicul lui regret este acela ca nu a cunoscut-o mai devreme si 
de-a nu o 11 iubit destul de cand a cunoscut-o. Ultimul somn ar dori sa il doarma in bratele ei. 
In final, poetul isi implora iubita sa se roage pentru el. 

Cand Natalia despartita de Iosif se afla la Paris si oscileaza, inca, intre cei doi barbati, 
Dimitrie ii scrie epistole pline de dor, in care prezinta zbuciumul sufletesc pe care il traieste. 
Spre deosebire de cel care ii era inca sot, Anghel ii spune sa stea linistita si sa se odihneasca. 
Ii cere sa nu faca „economii inutile”, deoarece ii va trimite el bani suficienti pentru a o feri de 
orice plictiseala si de neajunsuri. Mai mult, ii cere sa nu se mai adreseze „aiure”, cel vizat 
fiind, evident, Stefan Octavian Iosif. In schimb, o roaga sa ii scrie mai des, deoarece s-a 
saturat sa caute degeaba in cutia cu scrisori. Promite ca a doua zi sa revina cu un mesaj mai 
lung si o roaga sa nu il uite daca il mai iubeste. 

Se pare ca a existat un moment in care Natalia era gata sa reintre „in ordine”, adica sa 
se intoarca la Iosif. In aceasta etapa delicata a relatiei lor, Anghel ii cere o ultima intalnire, pe 
teren neutru, inainte de intoarcerea ei in tara. Promite sa nu ii influenteze deciziile, desi scopul 
lui secret era tocmai acesta. Marturiseste ca o adora in continuare si este de parere ca, fara ea, 
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viata nu mai are niciun farmec. Intervine la C. C. Arion, ministru al cultelor si al instructiunii 
publice, ca sa fie numita in invatamant, dar ii cere putina rabdare deoarece, deocamdata, e 
campanie electorala si nimeni nu se intereseaza de altceva. Descrie incendiul care a mistuit 
locuinta lui de la mansarda Hotelului Luvru si plange vazand ruinele triste ale locului in care 
s-au iubit odinioara. Dezastrul este complet, astfel incat nu a putut salva nimic din tot ceea ce 
a avut. Rememoreaza ceasurile bune cand isi astepta iubita, cele de indoiala si de lirism, 
precum si cele de deznadejde si de disperare si le regreta amarnic. Din „cuibul visurilor” de 
odinioara nu a ramas decat un morman de moloz. Dupa cum aflam din no tele editorului, in 
urma procesului intentat proprietarului imobilului, D. Anghel va fi despagubit cu suma de 
50.000 de lei. Desi marcat de cele intamplate, afirma ca este linistit si asteapta cu incredere 
viitorul deoarece stie ca este iubit. Fraza finala a epistolei se dovedeste elocventa in privinta 
sentimentelor poetului: „Mi-e dor nebuneste de ochii tai albastri si de mainile tale ce stiu sa 
mangaie si sa aline asa de bine uneori 

Dupa indelungi privatiuni traite alaturi de Iosif, se pare ca generozitatea lui Dimitrie 
Anghel a fost cea care a influentat-o pe Natalia in luarea unei decizii finale. Poetul 
marturiseste ca este pe cale sa pomeasca procesul care il va costa ceva bani, dar de pe urma 
caruia spera sa construiasca ,, un cuib demn de puiul men frumos si drag”. Traieste intr-o 
continua stare febrila si recunoaste ca ea se gaseste la capatul tuturor visurilor sale. In ciuda 
problemelor cu care se confrunta, afirma ca viata i s-ar parea mult mai suportabila daca ea 1-ar 
iubi putin si daca i-ar scrie mai mult. Totusi, ii reproseaza faptul ca a inceput sa il uite. Anghel 
recunoaste ca traieste sub imperiul unui „farmec dureros” amplificat de mirajul departarii. isi 
declara iubirea si promite sa infaptuiasca cele puse la cale impreuna. Pro fund ingrijorat, 
seducatorul afirma ca amorul lui creste precum Fat-Frumos din lacrima. Indeciziile si 
acuzatiile femeii iubite il dor cumplit si nu intelege cum il poate lovi atat de crunt pe omul 
care o adora. 

Tot din scrisori aflam ca exista momente in care si Dimitrie Anghel o duce foarte prost 
din punct de vedere financiar. Cu toate acestea, el este cel care plateste taxele privind 
procesul de divort intentat de catre Natalia impotriva lui St. O. Iosif. Tot el cauta un avocat si 
se ocupa de problemele de la tribunal. 

in data de 21 mai 1912, Mitif ii scrie Fabiolei despre duelul pentru care se pregateste. 
Daca scapa cu bine, promite sa o viziteze pe Soseaua Serban-Voda, daca nu, va fi obligat sa 
se mute ceva mai sus, adica la Cimitirul Bellu. in acest caz, va fi nevoit sa mai astepte pentru 
a se revedea in alte regiuni. Din fericire, duelul cu George Ranetti nu mai are loc, deoarece 
incidentul se aplaneaza in mod pasnic prin scuzele cerute de catre polemist. Scandalul din 
presa izbucneste datorita faptului ca Natalia Negru solicita Ministerului de Instructie o 
subventie pentru tiparirea unui volum de poezii. Cel insarcinat sa intocmeasca referatul este 
inspectorul general al artelor, nimeni altul decat Dimitrie Anghel. Vazand ca interventiile din 
presa nu inceteaza, poetul florilor incearca sa apare onoarea sotiei sale provocandu-1 la duel 
pe autorul atacurilor infame. 

Se pare ca certurile dintre cei doi soti erau destul de frecvente. La un moment dat, 
Natalia se refugiaza din fata impulsivului Anghel la Ramnicu-Sarat. „intr-un moment de 
eclipsa a vointii”, poetul vulcanic ii trimite o scrisoare „plina de prostii si de regrete”. Revine 
a doua zi, cerandu-i sa nu citeasca scrisoarea elaborata intr-un moment de disperare. Regreta 
totul si este cuprins de un dor nebun. Trupul si sufletul ii este martirizat si, asemenea lui Iisus 
pe cruce, o intreaba de ce 1-a parasit. 

Ultimul mesaj trimis de Dimitrie Anghel este redactat in data de 27 octombrie 1914. 
Este vorba de un bilet scris pe patul de spital, dupa ce poetul a tras un foe de revolver asupra 
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Nataliei, iar apoi s-a impuscat in piept. Cuprins de remuscari, acesta doreste sa stie daca este 
considerat un criminal: 

,, Natalia, 

Pentru linistea definitiva a constiintei mele in gravele momente in care ma gasesc, am 
absolut nevoie sa stiu daca ma consideri ca pe un asasin sau nu. 

Atitudinea ta pare sa adevereasca aceasta. 

Anghel” 

Se pare ca, inainte de a muri, Dimitrie Anghel i-a spus doctorului Pirvulescu care il 
trata urmatoarele: „Sa-i spui Nataliei ca mor gandindu-ma la eal ” 

Corespondenta dintre St. O. Iosif, Natalia Negru si Dimitrie Anghel reflects drama 
traita de catre trei oameni aflati in cautarea unei fericiri interzise. 
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SUR LA POSSIBILITE ET LA NECESSITE D UNE "ETHIQUE 
GLOBALE” DANS LA VISION DE HANS RUNG 
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Prof., PhD, "Vasile Goldis" University of Arad 


Abstract: In our days, people are convinced that we live in an era of globalization. There are premises 
of globalization which have all been well known for a while as being the mankind’s global issues and 
which are not challenged, global issues that naturally claim for global solutions. 

Within the context of economic, political, cultural and religious concerns with regard to the 
globalization phenomena, we should include the audacious contemporary project of an ethical type, 
belonging to the contemporary German theologist Hans Kiing, Project Weltethos. 

A new global order without a new global ethos seems to be hopeless. This ethos, understood as a 
minimal need in terms of ethical values, criteria and fundamental attitudes, is strictly necessary to 
mankind in order to survive. It is obvious that a future global ethos can not be built by neglecting 
religion in general. By this, we do not mean a single religion, but one must consider several of the 
great religiouns currently in place. 

What does this ethics consist of? What shall it be grounded on? Which shall be the Christianity 
contribution, or the traditional Christian chruch contribution to its development? Here are just a few 
of the questions to which the present study aims at providing an answer. 

Keywords: Global ethics, Hans Rung, globalization, Christianity, Buddhism, Islam 


Apres la deuxieme guerre mondiale, l’Eglise Catholique eut des raisons serieuses de 
reflexion. Les evenements ont ebranle pas seulement l’Eglise en tant qu’institution mais aussi 
les valeurs fondamentales sur lesquelles celle-ci se base et qu’elle propage. Ainsi, la 
hierarchie de cette Eglise a decide de convoquer un Synode (Concile). Ce Concile, 
minutieusement prepare, s’est deroule entre 1926-1965 a Vatican et entra en histoire sous le 
nom de Concile Vatican II. C’etait le deuxieme de l’Eglise catholique dans les demiers cent 
ans, apres le Concile Vatican I acheve en 1870. C’est a peine au Concile Vatican II, done dans 
la seconde moitie du XX-ieme siecle que l’Inquisition a ete clairement supprimee et que 
1’Index des livres interdits a ete annule 1 . 

Les objectifs declares du Concile Vatican II etaient: la reconstruction de l’Eglise 
Catholique sur des bases evangeliques, la reconciliation des eglises chretiennes, la decouverte 
des nouveaux rapports mutuels entre chretiens et hebreux, la realisation d’un dialogue 
veritable avec les autres religions du monde. Apres Vatican II, beaucoup de theologiens 


1 Nicolae Iuga, Bisericile creatine traditionale spre o Etica globala, Ed. Grinta, Cluj, 2006, p. 101. 
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catholiques mais aussi orthodoxes et protestants ont cru que le moment d’un renouvellement 
profond de l’esprit chretien etait arrive. Parmi eux se trouva Hans Kung 2 . 

Le theologien catholique Hans Kung est ne en 1928 a Basel, en Suisse et il a contribue 
en tant qu’expert a la preparation du Concile Vatican II. II a ete professeur de Theologie 
oecumenique a l’Universite de Tubingen. A la fin du Concile, Kung publia ses points de vue 
personnels qui eurent un echo puissant dans le monde entier 3 . Ses livres ont ete publies en 
fran^ais et en allemand en meme temps. 

Les preoccupations de Hans Kting pour une Ethique globale ont ete, peut-etre, peu 
visibles dans certains milieux, de toute fa?on peu remarquees par les ethiciens (philosophes et 
theologiens) contemporains, en comparaison avec la valeur intrinseque du projet. Ces 
preoccupations ont dure une decennie, depuis la premiere proclamation d’une Declaration 
plus restreinte, en septembre 1993 a Chicago et jusqu’a l’edition d’un commentaire ample, 
Projet Weltethos, Munchen, 2002. 

L’idee a ete lancee par Hans Kung en 1993 a Chicago, devant l’ainsi dit «Parlement 
mondial des religions)), en la presence d’environ six mille participants du monde entier qui 
representaient une multitude de cultes religieux. La Declaration de Kting a ete adoptee par ce 
Parlement. Un proche de Hans Kting, le professeur Leonard Swidler del’Universite Temple de 
Philadelphia, a promu avec insistance cette idee a plusieurs reunions scientifiques sur le 
globe. 

La Declaration concernant une ethique globale a ete ensuite presentee dans le cadre 
d’une reunion ISAT de Gratz, en Autriche (1993), a Varsovie et Washington (1993), a Rome 
(1994), a San Francisco (1995), a Seul, en Coree de Sud (1994) etc 4 . Le resultat a ete que le 
probleme a attire l’attention d’UNESCO. En mars 1997, la Division d’Ethique et Philosophic 
d’UNESCO a organise a Paris une reunion consacree a Elaboration d’une «Ethique 
universelle». La deuxieme reunion sur le meme theme a eu lieu a Naples, sous l’egide de 
l’lnstitut Italien d’Etudes Philosophiques. Les deux projets ont ete presentes a la Commission 
de ressort d’UNESCO. 

En grandes lignes, le projet de Kting est structure sur Tinvocation des principes 
generaux et ensuite sur l’enonciation de quatre imperatifs consideres universellement 
valables 5 . 

En principe, Kting affirme qu’il existe deja une Ethique universelle, enseignee a tous 
par les grandes religions et profondement sedimentee dans les traditions ethiques des peuples. 
Cette Ethique ne fournit aucune solution directe a un probleme determine mais elle offre les 
fondements moraux pour un futur ordre global. Autrement dit, un ordre global n’est pas 
possible sans une Ethique globale. Cette Ethique est valable pour tous les gens, n’importe 
leurs convictions ethiques et religieuses particulieres, a condition qu’ils basent leurs vies sur 
la representation d’une Realite Finale et sur l’espoir. 

Le XX-ieme siecle a ete bouleverse par deux guerres mondiales, le fascisme, le nazisme 
et le communisme. A la fin de ces tragedies, l’humanite est entree dans une nouvelle etape de 
l’histoire. Les problemes anciens ont ete depasses mais d’autres sont apparus. De nouvelles 
tensions sociales, ethniques et religieuses sont apparues. On a parcouru une etape de progres 
techniques etonnants et pourtant on se confronte avec la pauvrete, la famine, la mortality 


2 Idem, p. 102. 

3 Cf. Declaration „Mysterium Ecclesiae", dans la revue „La Documentation Catholique”, no. 14/1973 

4 Leonard Swidler, Toward a Universal Declaration of a Global Ethic, Philadelphia, 2001 

5 Hans Kung, Declaration toward a Global Ethic, Oxford University Press, New York, 1998 
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infantile, le chomage et la destruction de l’equilibre ecologique. Dans beaucoup de regions du 
globe, les gens sont menaces de recul economique et de la degradation de la vie nationale. En 
consequence, les programmes politiques et les actions humanitaires ne sont plus suffisants 
mais on a besoin aussi d’une vision ethique universelle. Kiing affirme clairement que son 
projet a l’intention de confirmer et d’approfondir du point de vue ethique La Declaration 
Universelle des Droits de I’Homme proclamee par ONU en 1948. L’experience nous montre, 
continue Kiing, qu’un ordre global ne peut pas etre impose, l’echec du communisme etant 
eloquent a ce sens, mais il peut etre assume par des initiatives ethiques de bas en haut. 

Certes, lorsqu’on a en vue une Ethique globale on ne se refere seulement a une seule 
religion ou une unification d’ordre religieux au-dessus des religions existantes, une sorte de 
sur-religion mais a un consensus fondamental a l’egard de la connexion et de la hierarchie des 
valeurs, des standards non-conditionnes et des attitudes personnelles. Kiing se montre 
convaincu que nos traditions religieuses et ethiques contiennent des elements suffisants pour 
le fondement d’une ethique qui pourrait etre praticable pour tous les gens, pour tous ceux de 
bonne foi, chretiens ou non. II est vrai, les religions ne peuvent pas resoudre les problemes 
politiques et economiques du monde contemporain, des problemes qui sont resolus par des 
plans economiques, des programmes politiques et des lois juridiques, mais il n’est pas moins 
vrai que les religions existantes peuvent operer un changement interieur, dans les coeurs des 
gens. 

Il existe, selon Kiing, quatre apprentissages religieux incontestables et qui sont presents 
dans plusieurs religions du monde. Ils sont: 

1. Vers une culture de la non-violence 

Evidemment, dans le monde existent de l’egoi'sme, de l’envie, de la haine et de la 
violence. De plus, la tendance vers la violence combinee avec les possibilites techniques de 
destruction ont atteint des proportions effrayantes. Cependant, d’autre part, dans les grandes 
religions antiques et dans les traditions ethiques de l’humanite on trouve l’instruction : «Ne 
tue pas !».Ou formulee d’une maniere positive : «Respecte la vie !» Confonnent a celle-ci, 
personne n’a le droit de torturer ou de tuer d’autres etres. Chaque peuple, chaque race ou 
culture doit montrer son respect et son appreciation envers tous les autres. 

2. Vers une culture de la solidarity et de requite economique 

Il y a des interets economiques divergents, de 1’exploitation, de la famine, des travaux 
mal payes. Le socialisme d’Etat mais aussi le capitalisme individualiste base sur le profit ont 
cause beaucoup de mal a des foules immenses de gens. Mais dans les grandes religions et 
dans les traditions ethiques de l’humanite on trouve l’instruction : «Ne vole pas !». Ou 
formulee d’une maniere positive et dans les termes du monde d’aujourd’hui: «Fais des 
affaires correctes !» Au contraire, dans des conditions de pauvrete extreme, le vol se 
transfonnera dans une modalite de survivre, se fonnera un cercle diabolique de violence et de 
contre violence. 

3. Vers une culture de la tolerance et de la sincerity 

Le monde est envahi par hypocrisie, tromperie, ideologic et demagogie. Mais dans les 
grandes religions et dans les traditions ethiques de l’humanite on nous dit : «Ne mens pas !». 
Ou formulee d’une maniere positive : «Dis la verite !».Aucune institution et aucun Etat n’ont 
le droit de dire aux gens des mensonges. Les medias represented 1’institution appelee a veiller 
a la prononciation de la verite. Sans une orientation ethique fondamentale, on a en vain des 
gens informes. Les gens ne pourront pas distinguer entre 1’importance ou le manque 
d’importance de quelque chose dans le deluge quotidien d’informations. 

4. Vers une culture des droits egaux et de Legality entre sexes 
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II y a dans le monde contemporain des formes condamnables de patriarcat, au sensde la 
domination du sexe feminin par le sexe masculin, il y a de nombreuses formes d’exploitation 
des femmes, culminant avec la prostitution. Vis-a-vis de celles-ci, dans les grandes religions 
et dans les traditions ethiques de Thumanite on trouve l’instruction conformement a laquelle 
la prostitution a savoir la vie sexuelle immorale est interdite. Les traditions ethiques nous 
disent que personne n’a le droit d’humilier l’autre au statut d’objet sexuel. Tous les pays et les 
cultures devraient se developper des relations sociales et economiques qui fassent du manage 
et de la famille des institutions dignes de l’etre humain. 

Par 1’observation de ces commandements ethiques, pourrait se former une nouvelle 
conscience de la responsabilite. Tout ce qui est de valeur dans les traditions ethiques des 
grandes religions pourrait etre compatibilise dans le sens de la construction d’une Ethique 
globale. 

Presentees en grandes lignes, ce sont les idees principales de la Declaration de Kiing 
pour une Ethique globale. On se demande inevitablement: combien cette initiative est-elle 
realiste ? Ou utopique ? Quelles chances a-t-elle de s’imposer ? Par quelles methodes ? En 
combien de temps ? Etc. 

Une reserve importante vis-a-vis de la possibility d’une Ethique globale a ete exprimee 
par celui qui etait a ce temps-la le cardinal Josef Ratzinger, devenu ensuite Le Pape Benedict 
le XVI-ieme. Dans un ample dialogue porte par le cardinal Ratzinger avec Tun des plus 
importants philosophes occidentaux, Jurgen Habermas, le celebre theologien exprime son 
scepticisme : «Une formule rationnelle, ethique ou religieuse sur le monde, sur laquelle tous 
seraient d’accord et qui pourrait soutenir ensuite Tensemble, n’existe pas. Ou, au moins, a 
present ne peut pas etre atteint. C’est a la fois la raison pour laquelle Tainsi dit ethos mondial 
(Weltethik ) reste une abstraction.)) 6 . L’affirmation suscite des discussions complexes. 
Quelques observations au caractere general pourraient cependant etre faites. 

En premiere ligne, il existe un precedent celebre, meme s’il n’est pas identique, mais en 
grande mesure analogue, pour un paradigme ethique universel, precisement la Declaration 
Universelle des Droits de I’Homme. Dans ses versions americaine et francaisc de la fin du 
XVIII-ieme siecle, mais surtout dans la version plus elaboree proclamee par ONU en 1948. Il 
faut remarquer que la Declaration n’est pas un document juridique mais un document ayant 
un caractere ethico-politique. Elle n’est pas un document juridique parce qu’elle n’a ni la 
precision specifique des termes, parce qu’elle est fonnulee d’une maniere desiderative-ethique 
et pas descriptive-juridique et parce qu’elle n’est prevue avec aucun systeme de sanctions. La 
Declaration telle quelle est inutilisable au sens juridique. Comme preuve, lorsqu’il a ete le cas 
de donner une efficacite juridique aux principes enonces, a ete elaboree deux ans plus tard La 
Convention Europeenne des Droits de I’Homme (1950). Cependant, l’importance de la 
Declaration, comme levier moral de quelques changements historiques, ne peut pas etre niee. 

Les democraties europeennes et nord-americaines ont constamment fait des pressions 
sur les regimes communistes, au sens du respect des droits de l’homme, des pressions qui ne 
restaient sans un certain effet. Il est vrai, pas tout le monde est tombe d’accord sur cette 
Declaration, mais elle a ete un repere, un standard d’appreciation globale. La Declaration 
concernant TEthique globale de Kiing la prend pour modele 7 . La Declaration de Kiing ne se 
veut pas un paradigme religieux sur le monde qui soit universellement assumee et cette chose 


6 Habermas, J., Ratzinger, J., Dialectica secularizarii , Bibliotheque Apostrof, Cluj, 2005 

7 Andrei Marga, Religia in epoca globalizarii, EFES, Cluj-Napoca, 2003, p. 117. 
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ne serait meme pas possible; une «sur-religion» universelle serait tres probablement une 
simple utopie. La Declaration de Kung s’efforce settlement de chercher un consensus global 
concernant les attitudes fondamentales sur le bien et le mal. Dans la Declaration de Kung 
n’est pas imaginee une ethique europeenne, africaine ou asiatique, une sur-ethique en rapport 
avec ces ethiques determinees non plus. Elle n’est pas une ethique globale qui allait etre 
imposee par des moyens de force de haut en bas. Nous somines les temoins des echecs de 
cette methode, nous avons ete les temoins de l’eclatant ecrasement du communisme et de la 
resistance ferme de l’lslam face a la secularisation. La construction d’une ethique globale doit 
partir de bas en haut, en cherchant des solutions acceptees par tous aux problemes globaux. 

En deuxieme ligne, il existe un commandement ethique susceptible d’universality, un 
commandement present et pratique dans toutes les religions anciennes avec une doctrine 
elaboree et connue jusqu’a present, un precepte qui a ete considere comme une veritable 
«regle d’or» ethico-religieuse. Ce precepte formule populairement dit: «Ne fais pas pour 
l’autre ce que tu n’aimes pas !» II est ici recommande une forme de comportement mutuel 
universellement valable. Les chretiens l’ont rcgu dans les Evangiles: «Faites pour les autres 
exactement ce que vous voulez qu’ils fassent pour vous.» (Luc, VI, 31) ; «Ainsi, tout ce que 
vous voulez que les hommes fassent pour vous, faites-le vous-memes pour eux» (Matthieu, 
VII, 12) 8 . La racine de cet imperatif moral du christianisme se trouve en juda'isme : «Chacun 
de vous doit aimer son prochain comme lui-meme» (Levitique, XIX, 18). Le fondateur du 
christianisme se 1’assume explicitement. Les plus grands commandements de la Loi sont: 
«Tu dois aimer le Seigneur ton Dieu (...) Tu dois aimer ton prochain comme toi-meme. Toute 
la Loi et tout l’enseignement des prophetes dependent de ces deux commandements» 
(Matthieu, XXII, 37-40). En meme temps, le christianisme signific aussi un grand pas en 
avance : «Vous avez-entendu qu’il a ete dit: tu dois aimer ton prochain et hair ton ennemi. 
Mais moi je vous dis : aimez vos ennemis ...» (Matthieu, V, 43-44). Cet imperatif cominun 
au juda'isme et au christianisme se retrouve aussi dans les textes sacres des autres religions 
importantes et aussi chez autres grands fondateurs de religions. A ce sens, Zoroastre affirme : 
«Ce qui est bon pour tous est bon pour moi aussi... Ce qui est bon pour moi devrait etre de 
meme pour tous» (Gathas, 43,l) 9 . Et puis Confucius : «Ne fais pas pour l’autre ce que tu ne 
veux pas qu’il t’arrive» (Analecte, 15, 23) 10 . Ou le fondateur du Jainisme, Vardhamana : «Un 
homme devrait se porter dans le monde en traitant tous les etres comme il veut, a son tour, 
etre traite » (Sustrakri-tanga, 1,11, 33). Ou le fondateur du bouddhisme, Siddhartha Gautama, 
surnomme Bouddha qui veut dire l’Hlumine : «Je suis comme ils sont et comme ils sont je 
suis moi aussi» (Sutta Nipata, 705) * 11 . De la meme fa£on, dans le poeme Mahabharata on peut 
lire : «Ne fais pas pour l’autre ce que tu n’aimerais pas qu’on te fasse» et «Souhaite aux autres 
ce que tu desires pour toi-meme», avec la precision que celle-ci est le resume de tous les 
apprentissages hindou et le «Dhanna entier» c’est-a-dire l’idee de Justice dans son integrity 12 . 
Voila comme cette regie d’or a une presence impressionnante dans plusieurs grandes religions 
du monde. Elle n’a pas 1’universality rigoureuse du point de vue logique de l’imperatif 


8 * * * La Biblie, Edition du Cerf, Paris, 1971. 

9 Humbach, Helmut; Ichaporia, Pallan, The Heritage of Zarathustra, A new translation of his Gathas, Heidelberg, Winter, 
1994. 

10 Confucius, Analecte, traducere din limba chineza veche, Ed.Humanitas, Bucuresti, 1995, p. 145. 

11 H. Saddhatissa's The Sutta-Nipata, London, Curzon Press, 1985. 

12 Bhagavad-GTta, editia a Il-a, traducere din limba sanskrita si nota introductiva, Sergiu Al-George, Editura Herald, 
Bucuresti, 2011, p. 157. 
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categorique de Kant, mais du point de vue empirique, historico-geographique, elle a une 
extension pratiquement globale. 

En conclusion, dans ses considerations relatives a ce projet ethique, Hans Kiing admet 
qu’il est possible une vie «normale» sans religion. Les gens peuvent aller au travail, peuvent 
suivre des interets economiques, peuvent passer leur temps libre et peuvent s’organiser la vie 
dans les moindres details, sans frequenter une eglise et sans etre fideles pratiquants. Mais ils 
ne peuvent vivre sans s’assumer tacitement une ethique minimale, ils ne peuvent entrer en 
relation les uns avec les autres sans un certain « respect mutuel» etc. Ce «respect mutuel», les 
principes ethiques minimaux en general ne pourront cependant etre soutenus que s’il 
intervient une «coalition» des croyants et non-croyants en faveur d’un ethos mondial 
commun. Sa Declaration pour une ethique globale se veut un fondement indispensable pour 
une telle coalisation. Si cette Declaration penetre pas a pas dans la conscience commune, si 
elle prend des racines et si elle donne des fruits-voila l’enjeu de ce projet et l’un des plus 
interessantes et des plus importantes provocations du debut du XXI-ieme siecle. 
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Abstract: Atras de problemele sensibile, de situafiile paradoxale sau de unele aporii ale receptarii 
literaturii, Virgil Nemoianu a ilustrat cu stralucire comparatismul ca disciplina a conexiunilor §i 
analogiilor esenfiale dintre literaturi §i culturi, din perspectivei diacronica §i sincronica, intr-un demers 
ce se revendica, in primul rand , de la o fundamental nevoie de rafionalitate a spiritului critic. 

Keywords: Teoria culturii, comparativism, receptare, rafionalitate, spirit critic 


Virgil Nemoianu este, neindoielnic, una dintre personal italic marcante ale criticii 
literare romane§ti de dupa al do ilea razboi. Este, de asemenea, o autoritate in domeniul 
comparatisticii §i al teoriei literare, nu doar de la noi, ci si (mai ales) in plan international. 
Conceptul Romantismului Biedermeier e, de exemplu, de neocolit in investigatiile istorico- 
literare ce analizeaza cvolu|,ia curentului romantic. La fel de fecunde pentru cvolupa cercetarii 
literare, in ipotezele §i tezele lor, sunt reflect)ile lui Nemoianu despre „teoria secundarului”. 
Considerand ca „literatura si arta nu intra in tiparul ordinii umane: ele (in de iraponalitate si 
aleatoriu, surpriza §i dispersiunea fac parte din insa§i esen|a lor”, Virgil Nemoianu subliniaza 
caracterul secundar al literaturii, in raport cu istoria §i politica, pentru care expresia literara 
incorporeaza in sine un substantial genuene de „reaclionarism”, caci, afirma criticul §i 
teoreticianul literaturii, „natura progresului in arta si in literatura difera fundamental de natura 
progresului istoric /.../ Dezvoltarea istorica nu are (insa) nevoie de raspunsuri ideale sau 
autonome, ci de negatii empirice ale contradictiilor”. 

Demersul teoretic al lui Virgil Nemoianu deplaseaza accentul, in mai toate studiile 
sale, de pe centralitate pe marginalitate, de pe o components cu o pozitie privilegiata in plan 
epistemologic, pe una situata pe coordonate ale secundarului. Acest pariu pe secundar, in 
dauna centralitatii, pe „reactionarismul” literaturii in dauna „spiritului progresist” al istoriei e 
argumentat cu minutie, ilustrat cu exemple edificatoare, supus unei analize atente si precise; 
criticul nu ezita sa releve corespondentele, concordantele si fdiatiile intre genuri, opere, 
curente ori concepte ale literaturii, intr-un demers ce reune§te subtilitatea teoretica §i spiritul 
superior comparatist. De aici §i interesul autorului pentru reevaluarea idilei, in Micro- 
armonia, carte prin care „un gen literar considerat minor capata demnitate literar-istorica”. 
Este limpede ca aceasta reevaluare §i refunctionalizare teoretica a unor toposuri, genuri sau 
chiar orientari literare este realizata cu instrumentele investigatiei §tiintifice impecabil 
insusitc, cu o „disciplina conceptuala” proprie „lumii academice occidentale”, cu remarcabila 
amplitudine teoretica si cu o perceptie atenta a tuturor nuantelor textului literar. Demersul 
epistemic al lui Virgil Nemoianu este, in multe privinte, inaugural. Este demersul unui 




36 


Iulian Boldea, Cornel Sigmirean (Editors) 

MULTICULTURAL REPRESENTATIONS. Literature and Discourse as Forms of Dialogue 
Arhipelag XXI Press, Tirgu Mures, 2016 
ISBN: 978-606-8624-16-7 
Section: Literature 


deschizator de drumuri in teoria literaturii, in discursul comparatistic, in studiul sociocultural. 
Cartilc sale, informate exhaustiv, cu o solida armatura conceptuala, marturisesc o deschidere 
multidisciplinara remarcabila. Conceptele, paradigmele culturale, modelele teoretice sunt 
circumscrise cu un ochi relativizant, intr-o tonalitate critica neutra, din care orice exces de 
interpretare e absent. Nicolae Manolescu are dreptate: „Virgil Nemoianu propune un model de 
critic fara tradi(ie in Romania, dar care pare sa ofere deja unele garantii de emulate in viitor”. 

Virgil Nemoianu a publicat, inainte de plecarea in strainatate, cateva carti semnificative, 
care au avut un impact apreciabil asupra scenei literare romancsti ( Structuralismul , 1967; Calmul 
valorilor, 1971; Utilul §i placutul, 1973), chiar daca notorietatea si consacrarea interna(ionala a 
autorului au fost detenninate, mai tarziu, de cartilc publicate in strainatate. Calmul valorilor 
circumscrie, intre altele, cateva aprecieri teoretice cu privire la cxcrcitiul criticii literare, relevand 
§i o clasificare a tipurilor de critica literara: critica ziaristica, cea specializata §i critica eseistica. 
Cea din urma ii pare autorului a presupune un grad apreciabil de comprehensiune a operei 
literare: „Acest fel de critica se ocupa de profitul pe care opera il aduce spiritului uman sub 
diferite aspecte. Este singura forma de critica in care opera poate fi intr-adevar pretext, iar critica 
devine totu§i critica, nu devine amabila divagal,ic, autobiografie sau cine §tie ce. Importan(a 
acestui fel de critica ni se pare ca o gasim in aceea ca procura literaturii accesul in zona celor mai 
inalte preocupari umane, stabilind un numitor comun intre acestea si ea insa§i. Opera literara e 
integrate intr-o istorie a scnsibilitapi, intr-o morfologie generala a stilurilor, in seria de peri pel) i a 
scmnificatiilor transcendente, ea devine episod, incepe sa vibreze de con(inuturi tainice §i 
nebanuite. Aici, mi se va putea spune, critica depa^cstc literatura. Nu stiu daca o dcpascstc, in 
nici un caz, insa, nici aici, nu o epuizeaza. Critica nu poate epuiza literatura, iata de ce ideea 
restituirii integrale a operei de arta este utopica (...). Opera),ia critica este analoga proiectarii unei 
piramide sau unui con in plan, trecerii din tridimensional in bidimensional. De aici §i iluzia de 
«opera deschisa», de pro ill are nesfarsita a dimensiunilor operei. In realitate, opera este unica, 
fara sa poata fi restituita ca atare, de unde si legitimitatea multiplelor unghiuri de abordare, nici 
unul satisfacator.” Evaluarea textului literar este una dintre finalitafile primordiale ale actului 
critic, demers care, insa, presupune si o dimensiune comparatista, analogica („0 critica este 
evaluativa numai fiind comparatoare. Pentru ea, opera este un dat care trebuie pus in alte 
contexte, masurat, judecat. Aceste contexte pot sa fie pur literare: in acest caz opera este plasata 
in interiorul tradifiei literare locale, nationalc sau universale si comparata cu alte opere de acclasi 
fel.”) ^ 

In preambulul carfii Micro-armonia (1977, trad.rom.1996), criticul i§i precizeaza statutul 
propriei identitafi culturale, sfa§iata intre Est si Vest, intre totalitarism §i liberalism („Anume 
incarcaturi sentimentale §i trairi sociale se vad transportate din estul Europei in Vestul indepartat 
al lumii occidentale si «traduse» acolo sau topite in matrici rafional inteligibile.” In aceasta carte, 
(cu subtitlul Dezvoltarea §i utilizarea modelului idilic in literatura), autorul isi propune sa 
recupereze critic confonnafia unui gen multa vreme discreditat, acela al idilei. Idila e considerate 
model literar, strans legat de genul pastoralei. Idila este, considera autorul, „un fenomen specific 
unei anumite perioade”, un „gen literar considerat minor” care „capata demnitate literar-istorica”, 
definindu-se printr-o „viziune stilizata a unei real itafi ideale”. O teorie a secundarului (1989) are 
subtitlul Literatura, progres §i reaefiune si dezbate problema caracterului reaefionar al literaturii. 
Reevaluarea conceptului de reaefionarism presupune sustragerea lui de sub orice amprenta 
politica depreciativa: „Literatura si arta nu intra in tiparul ordinii umane: ele (in de ira(ionalitate 
§i aleatoriu, surpriza si dispersiunea fac parte din insasi esen(a lor”. Estetismul, care se 
caracterizeaza printr-o postura contrarianta fa(a de obiectivarile istorieita(ii, e privit de Virgil 
Nemoianu ca un impuls utopic. Referindu-se la natura §i mecanismele progresului estetic, criticul 
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observa ca „natura progresului in arta §i in literatura difera fundamental de natura progresului 
istoric. In linii mari, o opera de arta poate oferi, prin sclipirile ei, o solute durabila crizei istorice 
subiacente: o opera idilica sau senincomica realizeaza acest lucru in mod direct, una tragica sau 
satirica in mod indirect (...). Dezvoltarea istorica nu are (insa) nevoie de raspunsuri ideale sau 
autonome, ci de ncgapi empirice ale contradicpilor”. Rcacponara prin chiar natura ei, literatura 
’’poate deveni du§man prin simplul fapt ca este literatura”. Concluzia carpi e ca literatura este 
secundara pentru ca „nu se pot opune cu adevarat istoriei §i politicii” (N. Manolescu). Cartea se 
incheie cu cateva aprecieri despre critica literara si despre raporturile ei cu literatura, in jocul 
acesta ambiguu principal/ secundar. 

Imblanzirea romantismului (1984, trad.rom. 1998) e o carte ce se refuza unor incercari prea 
stricte de tipologizare, pastrandu-§i, cu alte cuvinte, dincolo de aparentclc riguros-metodice ale 
dcmonstrapci, un nucleu ideatic greu de captat in cadrele rational isle ale unei percepiii critice 
prea stricte. Cartea lui Virgil Nemoianu porne§te de la ideea, perfect justificata, a unei dinamici a 
romantismului, curent literar marcat de o tulburatoare diversitate de teme, procedee, stiluri etc. ce 
i-au conferit identitatea §i timbrul atat de specific in istoria literaturii universale. Aceasta evoluiie 
convergenta, dar §i bipolara pare a se constitui in genul proxim al definiiiei romantismului, 
aspect notat cu elocventa claritate de critic: „Romantismul se sustrage definirii tocmai din cauza 
bogatei sale diversity. Poate ca mai mult decat alte curente literare, romantismul reflecta 
varietatea culturii europene. Dar probabil ca principala dihotomie a romantismului este opozipa 
dintre grandioasele fantezii si viziuni ale epocii revohfiionare ( high-romanticism ) si reveriile, 
sentimentalismul §i ironiile complicate si deceptionate ale perioadei post-napoleoniene. O data 
gasit numitorul comun al operelor scrise in aceste perioade, cu siguran(a ca vom putea vorbi mai 
convingator despre romantism”. Pornind de la opozitia stability in spaiiul literaturii germane intre 
a§a-numitul High-romanticism §i fazele „terminale, moderate” ale romantismului, Virgil 
Nemoianu i§i propune sa radiografieze acest „romantism imblanzit”, cunoscut §i sub numele de 
„epoca Biedermeier”. Interesant este modul in care modelul Biedermeier e regasit de catre 
cercetatorul comparatist in spa^ii culturale ori literare diverse, observandu-se insa ca „legatura 
dintre epocile succesive din literatura germana nu se reproduce identic in toata Europa, §i analiza 
pe care ne-o propunem ar nega de indata orice incercare de generalizare absoluta. Cu toate 
acestea, abunden(a §i varietatea legaturilor dintre H.R. §i literatura germana a anilor 1820-1840, 
precum §i personalitatea complexa a epocii Biedermeier ca perioada literara §i socio-culturala 
merita o mai mare atcntic”. Recurgand la aprecierile unor istoriei literari ca Paul Klukhohn, 
Julius Wiegand, Gunther Weydt §i Wilhelm Bietak, criticul noteaza o serie de caracteristici ale 
romantismului „imblanzit”, precum: inclinapa spre moralitate, amestecul de realism si idealism, 
intimitate §i idilism, lipsa pasiunii, tihna, sentimentul de satisfaepe, gluma nevinovata, 
traditionalismul §i resemnarea, precizandu-se ca termenul Biedermeier a avut initial un intclcs 
peiorativ. 

Apeland la metodele comparatismului, dar §i la unele investigapi de ordin social-istoric, 
Virgil Nemoianu surprinde conclitiile in care si-a facut aparitia epoca Biedenneier; e vorba de 
perioada de dupa 1815, care a resim(it din plin „§ocul spiritual §i social al epocii precedente”. 
Dupa o perioada de convulsii istorice, dupa un timp demonizat, ce reflecta mai curand dislocarea, 
ruptura si dezintegrarea, se cauta acum spa(ii securizante, integratoare, in care nevoia de confort 
ontic a fiin(ei sa fie satisfacuta. Aceste spa(ii sunt: familia, casa, vatra, peisajele locale, apelul la 
„sensibilitatea feminina”, cultul principiului matern etc. Solupile pe care le intrevad 
reprezentan(ii acestei epoci sunt menite asadar sa reduca ponderea haosului §i presiunea unui 
timp dizolvant, ca §i eventuala disolupc spapala. 
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Virgil Nemoianu prezinta cinci categorii care sintetizeaza aceasta nevoie de linistc, 
securitate §i confort a unei lumi marcate de o epoca anterioara traumatizanta. Acestea ar fi: 
„marea ordine a imperiului si armonia universala”, „proiectele utopice si rcvoluponarc”, 
stabilitatea (rezultata din potential ul de confort §i progres al clasei mijlocii), empirismul si 
„specializarea intr-un domeniu anume” §i, in fine, dialectica individului (vazut ca sursa si 
perimetru al unor contrarii greu (daca nu imposibil) de conciliat. Poate fi privit insa Biedermeier- 
ul ca o faza de degradare a romantismului, o etapa a slabirii cocrentci sale originare, de 
,,imblanzire” a intensita|ii primordiale a H.R., a continuat el, a dezvoltat si extins nucleul 
romantismului de inceput, devenind, in acest fel, un „romantism relativizat si lipsit de vlaga”? 
Virgil Nemoianu deplaseaza accentul asupra rclatici dintre aparcnta si esen(a, dintre potentialitale 
§i realitatea concreta, afirmand ruptura intre ideal §i concret in spatiul romantismului: „Putem 
spune ca Biedermeier-ul (sau romantismul tarziu) a reprezentat de fapt secularizarea unei 
secularizari. §uvoiul energic al renasterii to tale, depline (care, dupa Abrams, era secularizarea 
modelului cre§tin), a fost curand domolit si readus in sfera posibilului. Exagerand putin, am putea 
spune ca, pana la urma, romantismul cscntial nu putea suferi decat un proces al declinului §i 
melancoliei, caci paradigma pura era imposibil de obtinut. Romantismul trebuie sa devina tacere 
- sau adaptare. Orice romantism practic este un romantism tarziu”. Biedermeierul poate fi 
perceput, pe de alta parte, si ca o tentativa de recul a fiintei din fa(a unei realita(i agresive, sau 
macar instabile, inconfortabile; utopia si idilismul cu amprenta utopica sunt astfel de modalita|i 
de retragere a indivizilor sau a colectivita|ilor din fata unei istorii destructura(n)te („idilismul, 
scrie autorul, ofera un context vizual §i conceptual epocii Biedermeier, dand culoare actiunilor 
sale, sau chiar tendintelor politice radical-nationaliste, democrate sau socialiste. Ele sunt angajate 
intr-o lume a posibilului, intr-o munca de imblanzire.”). 

La nivelul unor specii literare si al unor categorii estetice, s-ar parea ca tragicomedia §i 
grotescul ilustreaza in mod elocvent emergen(a epocii Biedermeier: „Transformarile repetate ale 
comicului in tragic ilustreaza imposibilitatea de a organiza lumea intr-un mod coerent, dupa 
modelul H.R. (sau al romantismului cscntial). Elnitatea organica a lumii este iremediabil distrusa, 
iar o incercare de a face fuziunea intre real §i ideal e sortita sa declansczc dezastrul. Unica 
armonie posibila in romantismul tarziu este o microarmonie sau o armonie par(iala - armonia 
familiei §i a caminului, armonia unor grupuri sociale si a unor peisaje restranse, armonia 
idealurilor dezradacinate sau pur §i simplu armonia socio-politica a radicalismului - insa nu 
armonia H.R., cea care putea transcende contradic(iile si opozipa tragic-comic. Conceptia 
Biedermeier despre lume va implica imaginea unei lumi dramatice cu o impartire intamplatoare a 
elementelor frivole §i a celor serioase, ea avand a§adar o conccppc fundamental comica. Tragedia 
va aparea din tcndinta de a vedea aceste elemente organizate intr-o maniera inteligibila.” 

Demersul lui Virgil Nemoianu de a clarifica tendin|ele si aspectele legate de epoca 
Biedermeier, de a interpreta un stil romantic generat de o stare de criza se intemeiaza atat pe 
obscrvapi de ordin sintetic, generalizator si integrator, cat si pe analize minu(ioasc prin care se 
incearca ilustrarea apartcnentci unor autori sau opere la aceasta dinamica a „romantismului 
imblanzit”. lata de ce intreaga dcmonstrape a criticului comparatist are in vedere „un context 
pluralist” §i propune „o gama larga de cxplicapi posibile asupra unui fenomen literar”. Din acest 
unghi, precizeaza autorul in Postfa^a, „intreaga producpe literara a epocii ar putea fi descrisa 
satisfacator printr-un set de mituri, imagini ascunse si miscari psihologice” (cautarea tatalui 
absent, a mo§tenirii, parabola fratelui risipitor, prczcrpa feminita|ii absente etc.). Cartea lui Virgil 
Nemoianu despre epoca Biedermeier vine sa demonstreze, in primul rand, complexitatea §i 
diversitatea fenomenului literar romantic, ajustand unele concept i mai vechi sau mai noi §i 
exprimand, cu spirit de (inctc edificator, dar §i cu analize riguroase, un punct de vedere viabil 
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asupra unei epoci literare „marginale”, imposibil de fixat intr-o singura definite. Virgil 
Nemoianu este, de asemenea, autorul unui studiu critic despre poezia lui §tefan Aug. Doinas, 
aplicat si riguros, cu numeroase puncte de vedere interesante despre lirica acestui reprezentant 
important al neomodernismului in literatura romane contemporana. 

Un eseu pe teme religioase, Jocurile divinitdfii, nu exclude din investigate probleme ale 
culturii de azi, dupa cum Romania §i liberalismele ei trece in revista avatarurile ideii de 
liberalism in contextul civilizapci romane moderne. Tradifie §i libertate (2001) e o carte care 
„trateaza relaxat §i senin subiecte care la noi vor stami incrancenari persistente, polarizeaza 
spiritele intre autohtoni§ti si occidcntalizanti, pro si contra americani, pro si contra religiei versus 
secularism in mileniu al treilea” (Monica Spiridon). Atras de problemele sensibile, de situa(iile 
paradoxale sau de unele aporii ale receptarii literaturii, Virgil Nemoianu a ilustrat cu stralucire 
comparatismul ca discipline a conexiunilor si analogiilor cscn(ialc dintre literaturi si culturi, din 
perspective diacronice §i sincronicd, intr-un demers ce se revendicd, in primul rand, de la o 
fundamentale nevoie de ra(ionalitatc a spiritului critic. 
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RETHINKING WOMEN'SPLACES AND WRITINGS IN THE 
MIDDLE AGES ENGLISH LITERATURE 


Codruta Mirela Stani$oara 
Prof., PhD, University of Craiova 


Abstract: Changes of the canon about women’s places as well as about their writings in the ME 
literature appeared in the late 1970s and early 1980s when due to the efer\>escence of literary 
feminism the period was animated by the scholarly work of rehabilitating ME texts by and for women 
that had been largely ignored or dismissed as unworthy of study. 

Our paper aims at presenting the changes in the canon by rethinking women ’s presence in the ME 
literature from a double perspective '.women as fictional female characters and women as female 
writers. 

Keywords: rehabilitation, women writers,positive, perceptions, feminist criticism 


Far from comprehensive our approach will sketch the context of female writing, 
feminism(as a modern concept, that appeared in the 1970s and early 1980s) and gender 
studies, and in this direction it will outline some of the works that medieval female writers did 
in these areas, and it will also explore the critical approaches in the field. 

In order to re-examine the women’s positions and their roles in ME English literature 
we need to look back to the Anglo-Saxon society and have some glimpses in Old English epic 
poetry in order to discuss some of the changes that overtake the portrayal of the literary 
heroine after the Norman conquest. 

In Anglo-Saxon writings women appear as formidable creatures, ‘mighty’ women 
with enchanting powers, closely associated with the power of queens nowadays, highborn 
ladies, prepared to accept a dynastic marriage and characteristically seen as a focus of 
hospitality in a ceremonial male-centred society. They are‘wise in words’, which is a queenly 
attribute. However the average woman’s life was not valued since they were not the subjects 
of chronicles, legend or public record. Only wealthy and high-ranking women prevail and 
they are present due to the relation to their lords. 

Apart from being merely hinted at or presented in their relation to men, women have 
their own ‘voices’ in Old English lyric poetry. Although this poetry focused on the theme of 
heroism and loyalty one can find poems with more personal expression of loneliness, sorrow, 
love, joy. The ‘laments’ are not only expressions of men’s sorrows like Deor’s Lament or the 
Husband’s Message but also love ‘songs’ of their women. 

The majority of critics deny heroism in women literary figures in this period but 
others, like Christine Fell( 1987) affirms and demonstrate it. For her Anglo-Saxon women 
were intelligent, efficient and cultured people. An example would be the image of a woman 
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who can be a hero through her actions and her virtues, without losing her essential feminity, 
though placed in a masculine setting . 

Marriage is of central importance for her in life. The emotional side of her life offers 
rare glimpses in the Old English poetry and in such cases, even rarely the love triangle is not 
excluded. For this kind of woman love is touched only by superficial emotions, it is not taken 
seriously and it lacks any commitments. The woman is always wife not mistress. 

In the Post-Conquest literature this side will be treated with a more personal touch, 
showing a far greater interest in the emotional aspects. Old heroic epic is replaced by the 
chivalric romance and in particular the role of women changes and the man-to-woman 
relationship develops displacing man-to-man loyalties of the heroic world. Lyric poetry in 
particular presents the woman as a radiant young mistress. The male lovers are inferior to 
women, who become ideals of beauty and virtue. Moreover sometimes marriage is 
disregarded as being the end of a love affair( as it is in The Knight’s Tale by Chaucer). 

Starting with the thirteenth century the first touch of bookish anti-feminism appears 
with the image of the woman who succumbs to the charm of a cleric who tends to replace the 
knight. Even if the woman is not highly satirised in The Owl and the Nightingale for 
eaxample, the anonymous writer throws the light of Christian morality on her love affairs in 
the debate between the Nightingale who is on the side of romantic love and the Owl whose 
moral status is closer to the Church.Marie’s romantic lady in the tower is replaced by a wife 
confined under lock and key who turns to any person able to comfort her. 

A literary critic and scholar,Hope Emily Allen proposed that women literature in the 
medieval England, like the writings of Margery Kempe should be understood in the context of 
such Continental holy women as St Birgitta of Sweden, Marie of Oignies and St Catherine of 
Siena among others.In the conditions of an increasing awareness of the internationalism of 
ME literature in recent years ,texts written by such female writers as the one mentioned above 
have been introduced in working of scholars and teaching in English departments 
nowadays,in order to benefit for a comparative impulse in studying ME English female 
writers.Therefore we would like to mention some of the most influential ones: 

Birgitta of Sweden was a Swedish noble woman who produced The Revelations 
which she sent to the Kings of England and France pleading for peace in Europe. Julian of 
Norwich in Showing of Love quotes her Revelations and Margery Kempe later imitated 
Brigitta’s pilgrimage and literary activities. 

Another influence on the medieval English women writing was that of Christine de 
Pizan whose books were translated into English. She had the merit of pioneering feminism by 
adding value to feminine virtue against the misogyny of the Romance of the Rose. Widowed 
at the age of twenty -four she turned to writing to support her young family, which was a very 
rare career choice for a woman living in the fifteenth century. Moreover she used her writings 
to challenge the mysoginistic tradition when she participated in the Quelle de la Rose , a 
debate around the very popular Romance de la Rose : 

But if women had written books, 

I know for ceratin that things would be otherwise, 

Because women know that they are wrongly accused. 

A special place in the canon was that of Julian of Norwich who wrote different 
versions of the Showing of Love, in 1413(though it is thought to be earlier composed). All 
versions present the contemplation of the Virgin and the vision of the hazelnut in the palm of 
Julian’s hand: And so in this sight I saw that he is everything that is good as to my 
understanding. And in this he showed me a little thing the quantity of a hazelnut, lying in the 
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palm of my hand as it seemed, and it was as round as any ball. 1 looked on it with the eye of 
my undrestanding, and I thought, "What may this be? ” And it was answered generally thus, 

It is all that is made. ” (Reynolds and Holloway 2001). 

The literary scene is also transformed by the presence of the first most accomplished 
woman writer of romances like Marie de France , although she writes in French .In her 
Lays (or short romances)love and marriage are the two coordinates that define her romance 
world:love is seen as a total commitment to the beloved and it is possible only between people 
of equally refined birth, making women equal to their lovers in rank .Marriage is not possible 
for all her lovers though it is often their aim. 

Mathew Boyd Goldie from the Rider University considers that Marie introduces in her 
fiction more complicated subjects such as gender analysis.For him the lai becomes an 
exploration of the tensions between genre and gender , and between society and sexuality. ( 
Case Sudies in Reading,key primary Literary Texts, in The Medieval British Literary 
Handbook,pp.S3). These forces sometimes work together and sometimes they clash.From the 
point of view of gender a middle class medieval woman in England was expected to marry, 
manage a household with children and and look out for her husband’s business affairs and 
eventually to generate income.But according to Latinity there is a kind of social hierarchy of 
women who were classified into: virgins at the top, widows below them , married women next 
and unmarried sexually active women at the bottom( Chaucer’s Wife of Bath, Prologue). 
However according to the literary norms of Latinity there is one more type apart from the 
hierarchy, the religious woman , isolated from the human community, the so-called 
anchoress. 

The same explorations are to be found in Margery Kempe’s The Book of Margery 
Kempe, the first autobiography of a woman writer in the English literature , though written in 
the third person ,which presents the spiritual and social life of a middle class woman in the 
fifteenth century. 

Moreover the literary critic associates a new modern concept to her spirituality, that of 
the performative, a concept theoretized by Judith Butler and Eve Sedgwick who suggest that 
words and gestures are not simple expressions of of an individual inner emotions and 
thoughts, instead they make things happen .(Mathew Boyd Goldie, pp.94). Kempe is 
performative in the way that she is permanently caught up in the nets of a clash between the 
norms of a middle-class wife and female religious.In her pursuit of spiritual purity she 
renounces sexual pleasure.Her spiritual life is also performative in the sense that it helps her 
to change the structure of society around her.(pp.91). Kempe struggled to have her book 
written down more than once and her efforts are also parallel to the performative aspects of 
spirituality (pp. 100). 

But the great flowering of medieval English literature is reached with Chaucer and 
Langland in the second half of the fourteenth century. 

What is her image like in terms of the literary types of the period? 

Holder of the keys- or a focus for tribulation !Christine Fell’s answer encompasses the 
two opposing types: Eve and Mary. 

Whatever her role, she says, medieval English literature has at least a strong tendency 
to show the woman as a figure to whom tribulation, whether external or self-generated , was 
no stranger.Her sufferings, moreover , are essentially linked to her weakness(...)Her place is 
in the scheme of salvation as well as of damnation.(...) As both virgin mistress and Virgin 
Mother of God , she is the object of unrelenting importunity.( Women in Anglo-Saxon 
England, 1987,pp. 192) 
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The portrayal of women in medieval literature generally conforms to the two types 
mentioned above:there is Eve who is frail, seducible and full of temptations and Mary, - 
virginal, maternal , compassionate .Most of Chaucer’s fabliau women are frail but some of 
them play the roles of Eve more tastefully than others (Christine Fell,pp. 182). In The 
Shipman’s Tale there is a prosperous and competent young woman, the wife of a merchant 
who symbolizes domestic independence. The Wife of Bath on the contrary is bullying and 
domineering, for her marriage is seen as a business deal.She is even superior to her husband 
and this provides a satiric look on the courtly dominion of the lady over her lover. ( Christine 
Fell,pp.l84).She is the widow of three rich husbands who adds the pleasure of sex to those of 
money and love. The courtly heroine, who figures as a kind of secular Mary delineates herself 
from the middle-class housewife or the peasant widow.From this point of view literary 
criticism speaks about Chaucer’s work as being complied with the mysoginist works of his 
time and the anti-feminist approaches. 

While some scholars have located feminist literary practice in actual medieval women 
like Christine de Pizan, still others have turned to fictional female characters. Perhaps one of 
the most frequently cited examples and one of the most controversial is Chaucer’s Wife of 
Bath, considered by the majority of them as a teouchstone for feminist literary theory. 

The question is whether we ascribe feminist motivations to women or literary figures 
that lived before the term had come into English ( the word does not appear until 
1894)(Gottlieb,1985). In answering this question we will take into account the point of view 
of Diane Cady from Mills College ( The Medieval British Literature Handbook,2009) , who, 
referring to The Wife of Bath and her insistence on the right to pursue sexual pleasure or to 
use her body for economic gain re-considers the interpretation from feminist positions, while 
from a medieval perspective, read as misogyny ( pp.201). 

By the mid-1980s a wellspring of feminist work began to appear in medieval studies. 
New anthologies and editions expanded the canon and, in some cases, made available for the 
first time new writings by medieval women(see, for example Dronke 1984; Wilson 1994; 
Petroff 1986; Thiebaux 1994). New scholarship renewed interest in medieval women like 
Christine de Pizan and Margery Kempe, as well as texts written speciafically for women, such 
as the Katherine Group. Signs( 1989), Exemplariai 1992) and Speculum) 1993) all published 
special issues on medieval women. 

More recently, esays in Women Medievalists and the Academy{ Chance2005) have 
explored the role that women medievalists have played in the formation of medieval studies. 

In contrast to Carolyn Dinshaw’s argument that Chaucer’s women envision the place 
of the Other in patriarchal society^ 10), Elaine Tuttle Hansen reaches quite different 
conclusions. While she admits that initially she saw Chaucer’s portrayals of women as 
symphathetic, and perhaps even as an articulation of an embryonic feminism, but as time 
passed she began to have doubts because: 

What often sounds like a woman’s voice(in Chaucer’s texts), what is spoken in the 
name of women, inflected by different and highly realistic, sometimes subversive dialects, 
always enters and leaves Chaucerian story not as the enunciation of an autonomous speaker, 
but as urgent problems for male characters, male narrators, and(? male) readers.(Tuttle 
Hansen, 1992, 12) 

The modern reader is also displaced from the old canon because of the changes caused 
by the development of feminine criticism on the one hand and a greater and sustained 
attention given to fifteenth century texts on the part of the new modern criticism, on the other 
hand ,which have added new lights to the prism .The readers have to rethink ME texts of 
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female writers from yhis new perspective and to re-think the boundaries between them and 
male writers, between interpretations of misogyny and feminism ,between what Cixous names 
ecriture feminine and traditional language, metaphorically speaking they have to find their 
own rooms in the new canon. 

Other voices, other rooms! 
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THE POETICS OF SOLENOID 


Marian Victor Buciu 
Prof., PhD, University of Craiova 


Abstract: In this study I rewrite the poetic (the writing) of ,,the Novel ” (The Manuscript or Anti-Book), 
genetically said the poetic of the Text, from the literary, wilingly trails-aesthetic writing Solenoid by 
Mircea Cartarescu. As a main procedure: I follow both the making and the (auto)engendering 
principles of writing - not just the „postmodern” ones - through its intertextuality relations (hypo- 
textuality, hyper-textuality). I use a type of comparative reading, in substance - and inform -, on the 
limits of influence, confluence and, in synthesis, of affluence that configures, as a teleological 
perspective (beyond the „theological” type, metaphysics), in this massive literature and existential 
„ spiritualistically”, „ evangelist” writing. The author would like to bring the reading itself to current 
life, in his totalizing, pre-post-modern Text („The text should be read within the three dimensions 
which defines its existance”). 

Keywords: poetics, (post)modernism, intertextuality, nerrative te(le)ology, Anti-Book, palindrome. 


Prin citit spre scris 

Moto-ul din Ex libris de T. Arghezi ramane o cheie de lectura in Solenoid, este un 
hipotext enorm dezvoltat intr-un hipertext, escnpal punctat pe tot parcursul scrierii. In cele 
doua strofe exista §i umanitatea, §i literatura (cartea), lumea fantomatica ori fantasmatica §i 
opera inapta de a o interoga. Altcineva ar putea starui asupra acestei evidente sugestii intr-o 
analiza suficienta prin ea insasi. N-o fac eu insumi, dar precizez ca alte doua versuri de 
Arghezi mai apar in corpul corpolentului volum: „Iata-l, cuprins in singura lumina/ Ce-o 
altoicstc cerul pe pamant”, atunci cand un ciob de sticla, vazut in mana unui elev (se colectau 
dcscuri la ordin in §colile ultimilor ani ccau^isti!) ii apare ca un obiect nelumesc care „iese” 
din univers. A§a cum aspira profund scriitorul-vorbitorul scrierii acesteia, identificata doar ca 
un Manuscris, supus, intr-un fel sacrificial, de autorul insu§i, unui autodafe. 

La cine, daca nu tot la Arghezi, te po|i gandi, atunci cand se refera la acei „apuca|i”, 
uluitori dilctanp, „facand arta din petice, gunoaie §i nimicuri”, ori cand amana sa scrie despre 
„floarea de puroi” a unui vis? Eu mi-am amintit de Arghezi, cel din Cimitirul Buna-Vestire, 
dand de o fraza care incepe prin a constata ca „Unii oameni sunt funchi...”, dar admit ca 
exista §i rcfcrintc involuntare, deci intertextualitate fie deliberata, fie a§a-zis, la suprafa|a, 
intamplatoare. 

Cand citea, autorul recunoa§te ca visa cititul, citea „povestea, deformand-o dupa legile 
visului”. Sunt, iata, recunoscute legile visului, afirmate de Leonid Dimov §i contestate de 
Adrian Marino, intr-un numar din revista Contemporanul, instrumental impotriva onirismului 
estetic, in numele ideologiei visului comunist. Visul n-ar fi avut legi, faradelegi, insa, da? Dar, 
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privitor strict la modul de lectura dezvaluit aici §i acum, ca atare (con)textual, nu a declarat si 
G. Calinescu undeva ca adesea, citind, a visat in margined carfilor ? 

Prematur, in siajul lui Baudelaire, naratorul-personaj este fizic intristat §i (pentru ca) a 
citit „tous les livres ”. La 19 ani, ne epateaza el, „citisem totul”! Sau e doar ce-§i inchipuie ori 
viseaza. In tot cazul, pretinde ca are memoria tatuata cu bucap de text care nu pot fi pastrate si 
nici utilizate intr-un fel obi§nuit. Ele dau pe dinafara, i§i cer rostirea si nu rostul. Tanarul nu le 
poate inchide. O inchisoare a textului s-ar parea ca nu ii este la indemana, cu toate ca traie§te 
altfel decat intr-o tcmnita, ea insa§i totala. Fragmente de text il bantuie §i-l vorbesc. „Cand 
deschideam gura, vorbeam in citate din autorii mei preferap.” E si un rise aici. Unul de 
plagiat. De plagiat, sa spun a§a, oral. Dar nu numai oral, chiar si scriptic. Asumat §i irpclcs, de 
el, la modul postmodern, refuzat de alte cai ale crcapci literare. Dar sa ret in faptul ca 
megalomania cititoare merge mult mai departe decat ne-am a§tepta. Citim ca: „citisem fiecare 
litera scrisa vreodata”. Curios lucru: ca un personaj dintr-o proza borgesiana, scrisa, 
incredibil, de N. Manolescu, prezent fictional in acest text. 

Sa-i urmarim scriitorului lecturile de aici, eventual sa le urmam noimele. 

In clasa a sasca, el a plans „patru ore-n §ir”, citind o carte cu titlul Taunul. (Sensul 
vital al lecturii substituie calitatea §i adeevarea acesteia. Colegele de la §coala din marginea 
Bucure§tiului, ale caror existence apar prinse intr-un insectar, citesc si ele cu lacrimi in ochi 
romanul Mataniile [Rosary, 1910, de Florence L. Barclay] despre „o fata batrana care se 
indragoste§te de-un orb, singurul care nu §tia cat e de sluta, a§a ca plangeai de nu mai 
puteai”.) Nici nu era o lectura integrals, romanului ii lipseau mai multe pagini de la inceput. 
Abia ajungand student, a aflat ca era un roman din 1909, semnat de Ethel Lilian Voynich, una 
dintre fiicele matematicianului Boole. Taunul, un muscoi, este, va sa zica, o insecta, poate 
prima cunoscuta, pe cale livresca. 

Copilul vict,uicstc, in vremea comunismului ceausist incipient, intr-o familie 
bucure§teana muncitoreasca. Gasestc in locuin(a cateva carp cu tematica „revoluponara”. In 
prima perioada a „carierei” de cititor, el freeventeaza literatura §tiinpfico-fantastica §i de 
aventuri, ignorand numele autorilor si alegandu-se doar cu starile de uimire si angoasa. 

Inca nu debordeaza de citate, iar memoria ii antologheaza o proza scurta, adanc 
impresionanta. In ea, un taran (mujic Siberian), intr-o noapte, nu-si regase§te nevasta-n pat, 
vrea sa-i afle urmele, dar acestea s-au pierdut undeva in zapada de afara. Nu poate pricepe 
altceva decat ca femeia a disparut de(initiv, a fost „rapita”, in conformitate cu Evanghelia 
(citita gre§it, in graba totala, intr-o inadeevata anticipare a faptelor), §i se cuprinde de o 
„groaza sacra”. 

Locutorul (se poate in egala masura spune si locuitorul) Manuscrisului revine la 
urmele pierdute in zapada din curtea (arancasca, la (aranca „rapita la cer”, §i cu un citat dintr-o 
Evanghelie (neprecizata), centrat pe situapa in care „doua femei vor macina hnpreuna: una va 
fi luata §i alta lasata”. Adauga acum detaliul ca mujicul s-a spanzurat. Prin aceasta lectura, s-a 
ajuns la obsesia unei vointc demonice. „Ce ne ramane e incapa(anarca, care-i tot o forma de 
crcdinpi.” O forma ce-i apare suficienta sicsi. Esenia ori identitatea sunt neglijate. Conditic 
umana damnata, la modul romantic. Tardo-romantic, literar vorbind. 

Scrie deja literatura, iar ca student, dupa e§ecul cu un poem la cenaclul studerpese 
Cenaclul Lunii (nu Cenaclul de Luni, cel real, intrucat romanful - pentru ca este si roman] - 
acesta, Solenoid, se vrea o esenpala abatere biografica), el citcpc nuvela lui F. M. 
Dostoievski, Netocika Nezvanova, „cel mai minunat text al lui”, unde Efimov „ajunsese sa se 
considere cel mai mare violonist al lumii”, iar tanarul lector il crede astfel, cum §i noteaza: 
„§tiam ca Efimov fusese cu adevarat un mare violonist, prea mare §i prea nou si prea icsit de 
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nicaieri ca sa poata fi-n(clcs cu adevarat”. Identificare compensative? Dar si cscc de debutant 
care cauta o explicate sau macar o injelegere a situapci personate. Nu biblioteca de carp, dar 
via(a acestora si mai ales a autorilor lor, de dincolo de ele, iata ce crede ca se cade cunoscut, 
pentru a nu cadea, dimpotriva, a se inalta, prin citit, spre scris. Pentru ca, spune deopotriva, 
iata care este calea: de la lectura la scriitura. O cale naturala, pentru oricine, fie cititor, fie 
scriitor, difcrcnt.a fiind ca primul se oprestc la textul strain, iar al doilea il depa§e§te §i accede 
la propriul sau text. Deocamdata, ce §tie este ca rnetoda de a citi se cuvine revizuita. Esccul 
ajunge explicat: „Am citit toate cartilc si n-am ajuns sa cunosc nici macar un singur autor.” 

Ceea ce-§i cere este sa treaca de carti pentru a ajunge la creatorul lor, de la literatura la 
cxistcnta, la viaja. Masura sau balan(a cantarcste raportul via(a-literatura (citita si scrisa). 
Scrisul, ca si cititul, devine secundar si, poate, pretextual, ceea ce primeaza ramane viata. 
Banalitate veche: primo vivere, deinde philosophari. 

intrebat (de Irina, citind „o parabola etica”), ori intrebandu-se: ce salvezi, un copil sau 
un tablou (orice opera artistica), fie si o capodopera?, el alege mereu copilul. Alege via(a. Dar 
in felul sau, nu in mod canonic, crcstin, evanghelic. Parabola literara este o ispita refuzata: 
„nu e nimic mai periculos pe lume decat sa lap parabola sa devina realitate”. Intervine un nou 
recurs (literar!) la Dostoievski, prin Marele Inchizitor, „pentru care painile erau mai 
importante decat cuvintele iepte din gura Domnului”. Dar nu orice tip de autor este ingaduit. 
Doar autorul liber. Liber in primul rand de literatura, de aceea acceptat, eliberat de succes, in 
care vede succesiv esccul. Imbrapsat este diletantul. Gest rar, nu singular, daca il reamintim 
aid §i pe L. Ciocarlie (care limiteaza chestiunea la scrisul literar, mi se pare), dar lista se 
poate oricand extinde. Teza recurenta in Solenoid: „Diletantul va scoate copilul” din foe, nu 
„capodopera.” Se-ntoarce §i emblematicul violonist ratat-realizat Efimov. „Numai eternul 
Efimov, eternul diletant, mai poate spune ceva in lumea trista a imposturii noastre.” Salvator 
paradoxal si „pervers” al posturii autcnticitapi. Via(a triumfa, figurata in copil. Un alt recurs 
livresc, aid, este la Herodot, cel care a scris istoria cu ni§te soldaji barbari, invinp de 
zambetul unui copil, uitand si neputand indeplini ordinul de a-1 ucide. 

Ca adolescent, licean, confesorul Manuscrisului citea „doua sute de carti pe an” §i 
recita poezii pe strazi - aducea, iata, poezia (altora) in strada. 

La varsta de 16 ani, cite§te, imprumutat de la un inginer agronom, neconfigurat ca 
personaj, un tratat de parazitologie. Lectura cruciala: „o descoperire uimitoare, care mi-a 
schimbat via(a mai mult decat toate cafiile mele de literatura”. Descopera prin aceasta carte 
deopotriva o lectura si un fel de a citi. E ceea ce E. Negrici, inventand totodata §i o insolita 
punte intre G. Calinescu si D. Caracostea, a numit (iar autorul Solenoid -ului trebuie sa §tie) 
literatura in expresivitatea sa involuntara. Este aid practic acela§i mod de lectura. In tratatul 
de parazitologie, se afla „o poezie uria§a §i sumbra”; se crede ca chiar peste nivelurile unor 
Dante, Bosch, Lautreamont. Si nu doar poezie, dar §i epica: „saga unor fiint.c ce nu-s de pe 
lumea noastra, metamorfoze perverse, trasee improbabile intre gazde heteroclite, strategii 
diabolice, impregnate de un geniu malign...”. Cititorul capata astfel o deschidere spre un 
univers acaparator: „o infra-lume a devorarii si-a autodevorarii, departe de bine, adevar §i 
frumos, de lumina si Dumnezeu. O lume damnata pentru totdeauna.” Intra astfel in Infernul 
din via(a, o via(a paralela, dar §i tangenta la el. Ion Barbu redenumea suprarealismul ca infra¬ 
realism. Aspect topologic. Mutapc de sus in jos. Blaga (pre)viziona transcendentul care 
coboara. Adolescentul de 16 ani, aid, large^tc harta universului privit global si unitar, fara 
diferenja de cscn(a, doar ca spa(iu imbucatajit. Ce descopera acolo ca cititor este „lumea 
noastra la o scara enonn exagerata”. Va cauta §i gasi mai tarziu si o baza de cunoa§tere, 
§tiin(ifica, acestei scari. Adopta scara lui Planck. Pana atunci, liceanul Tsi poarta visarea in 
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interiorul, nu doar pe marginea, tratatului de parazitologie, carte comuna chiar si pentru un 
agronom, fiind adanc obsedat ca s-ar ft putut nastc, de pilda, pur §i simplu „un sarcopt al 
raiei”. In vis - o alternative, aparent contrafactuala, a cxistcntci omcnesti - chiar i se va 
intampla. 

Ca M. Cartarescu (fic(ionalul, autobiograficul) ajunge la scris prin citit, o recunoastc 
singur, tot intr-o relate cu memoria, mai mult ori mai pu(in involuntara: „Taunul avea sa fie 
madlena mea...”. El nu crede in fidelitatea amintirii, sa-i spun astfel, cititoare. Recunoastc, de 
altfel, ca studentul i§i produce prin cartea cu pricina o relectura dcccptionanta. Va merge in 
cautarea lecturii pierdute, ca student care nu-1 mai regase§te pe licean, dar si ca individ tot mai 
matur. Cartea Taunul, scrisa de E. L. Voynich, fiica matematicianului Boole (existence 
familiale devin si familiare acum, pe spa|iu larg, in acest volum), este recunoscuta ca 
declarator scriptural. Este chiar „prima piesa din motorul metafizic al scrierii rnele”. §i 
precizand: „un motor paranoic”. lata cartea prin care cunoastc, nu la prima lectura, nici la cea 
de-a doua, dar prin ea, indeosebi prin titlul ei extras din zoologie (taun, muscoi, insecta), un 
autor, de fapt o autoare. §i Solenoid- ul, pe cateva pagini, ii reda (romantat) biografia. Iar din 
propria existen|a de copil, protagonistul acestui enorrn op, puternic metisat discursiv, 
regase§te un efect organic al lecturii, o proustiana autolectura, prin intermediul unei carp doar 
metodologic privilegiata, dar de o valoare propriu-zisa cu totul oarecare. Are acum un raspuns 
la o intrebare: de ce citim? „Poate ca nu citim decat ca sa ne-ntoarcem la varsta cand puteam 
plange cu o carte in bra(c, atunci, intre copilarie si adolcscenta, in spotul dulce al vicpi 
noastre.” Citim, iata, ca sa simtim, sa ne rcsimtim cu tot timpul, nu doar trecut si prezent, dar 
§i viitor. (Constat ca era sa nu iau seama la autocorectorul computerului, daca el imi inlocuise 
spotul cu sportul. Termenul spot, din fizica, delineate, citesc intr-un DEX, o „Urma luminoasa 
lasata pe o scara gradata sau pe un ecran de o raza de lumina reflectata pe oglinda unui 
instrument de masura, care scrvcstc ca indicator.” O acpunc care indexeaza nivelul luminii. 
Solenoid este un roman / al luminii agresata de intuneric, unul diaristic, epico-poematic.) 

Manuscrisul Voynich este o opera din Rcnastcrc, veche de 500 de ani. El se afla doar 
in copie la un batran din Pantelimon, care este fostul - vom vedea ca §i parelnicul - 
bibliotecar Palamar (ce nume abscons!). Era cunoscut de cand protagonistul-autor al scrierii 
pe care o avem in fa(a avea 12 ani, dar devine greu recunoscut in prezent, sub chipul malefic 
metamorfozat: „Omul cenu§iu, tacut ca moartea...”. Originalul manuscrisului se gascstc in 
SUA. 

Din biblioteca de cartier, unde nu-1 vedea decat pe bibliotecarul Palamar, copilul 
alegea carple intr-un mod tactil, dupa cum simtca frigul sau caldura pe copertele lor. Modul 
nostra de lectura, hipotextual, este §i el precizat in corpul hipertextului: „succesiunea Taunul - 
Boole - Hinton e un sernn, un traiect exemplar”. 

Via(a este aici opusa cartii, intr-o antiteza romantica si retorica maniheista si fonnala. 
Scriitorul se traveste§te in anti-carturar. Ramane scriitor in chip de cnun(ator, ca sa folosesc 
un tennen din lingvistica ori din poetica lingvistica. „Nu cred in carti, cred in pagini, in fraze, 
in randuri.” Dar nu ramane pe aceasta (im)proprie pozi(ic teoretica. (Diaristul M. Cartarescu, 
de altfel, am constatat intr-un alt comentariu, refuza vehement teoria). Singur i§i ofera micul 
canon, i§i insira cafiile apropiate/apropriate („plagiate” in spirit?): „Insemndrile lui Malte 
Laurids Brigge, Singur, de Strindberg, Impudica moarte, de Dagmar Rotluft, Ratacirile 
elevului Torless. §i, fire§te, cartea cea mai draga mie, Jurnalul lui Franz Kafka.” In alt loc: 
„cartilc mele escn(iale de mai tarziu”: Castelul, Impudica moarte. Hinterland, Malpertuis. 
Exclude scandalos (aidoma unui notoriu gazetar, sagetat de el intr-un jurnal) Razboi §i pace, 
Muntele vrajit, Finnegan’s Wake, Un veac de singuratate. Autorii acccpta(i si aliniati de-a 




49 


Iulian Boldea, Cornel Sigmirean (Editors) 

MULTICULTURAL REPRESENTATIONS. Literature and Discourse as Forms of Dialogue 
Arhipelag XXI Press, Tirgu Mures, 2016 
ISBN: 978-606-8624-16-7 
Section: Literature 


valma sunt F. Kafka, Prcscdintele Schreber (Daniel Paul Schreber), Isidore Ducasse, Swift, 
Sabato, Darger, Rizzori. 

Lectura insSsi, el ar vrea sS o aducS la via(a ca atare. „Ar trebui textul citit in trei 
dimensiuni care e cxistcnta.” 

CitSri din autori pot ft desprinse si din Solenoid. lata, pentru citit si scris: Novalis, ca §i 
al(ii, panS la autorul nostru, §tiu cu tofi i „cS adevSrata cale duce cStre interior”. Lectura 
interiorizatS este o transpunere, mentals si totodatS organicS, in treacSt fie spus, confirmand 
teoria (tennen odios, spuneam, de§i pare de necrezut, diaristului M. C.) lui Proust, reductibilS 
in esen(a la principiul potrivit cSruia, cand citim, pe noi - prin noi - ne citim: „din logica altei 
minti in logica min(ii rnele, sS-mbrac scheletul cu articula(ii fine §i simetrice, cu oase suple ale 
textului cu carnatia propriei mele victi, a propriilor rnele amintiri”. Nu e un enun| de 
teoretician? Ba bine ca nu! 

Pentru via(a in chip cauzal-finalist, aflSm un fragment din Herodot, cu Xerxes, care, 
dupS o victorie in rSzboi, plange faptul ca tofi oamenii mor. Un poem de Dylan Thomas, 
indemn catre bStrani sa se opunS mortii, strigSt contra stingerii universului, este de douS ori 
reprodus. 

Cartea este admisS doar dacS este centratS pe un rSspuns fundamental. Atunci cand 
Virgil intreabS, M. C.-fic(ional-autcnticul se gandcstc la Evanghelii §i mantuire, la Kafka, cel 
care credea in cxistcnta mantuirii, crezand ca el era exclus de la aceasta. 

Literatura, aceea admisa, ca fund autenticS §i vizionarS, este exclusiv interioarS, 
deopotrivS ca producere §i receptare. „A§a trebuie sa fie literatura ca sS-nsemne ceva: o 
levitate deasupra paginii, un text pneumatic, fSrS nici un punct de atingere cu lumea 
materials. (...) §tiam ca nu trebuie sa scrii cu adevSrat decat Biblii, decat Evanghelii. §i ca 
destinul cel mai mizerabil de pe pamant e al celui ce-§i foloscstc propria minte §i voce ca sa 
rosteasca vorbe care nu i-au fost niciodata dictate si puse in gura: falsii profc(i ai tuturor 
literaturilor.” 

Capitolul 20, unul pe care-1 putem numi poetologic, incepe cu un scurt citat enigmatic 
din Jurnalul (nu literatura, fictiunca) lui Kafka. In rezumat, Isachar, cel care stapanestc visele, 
hialine, transparente, o absoarbe in sine pe Hermana, cea care stapane§te amurgul, iar 
amandoi fund atra§i intr-o oglinda. 

Re-citand (o va face §i a treia oara) fragmentul din jurnalul lui Kafka, naratorul- 
scriitor-personaj se vede in oglinda ca femeie. „In camera eram Isachar, in oglinda eram 
Hermana, sora mea ascunsa de lumina prea putemica-a (sa notez ca M. C. scrie cum rostcstc, 
n. m.) rcalita(ii.” §i inca o fraza lamuritoare: „Hermana e mereu de partea cealalta a oglinzii, 
ea este, de fapt, partea cealalta, lumea paralela in care Isachar e femeie.” 

Autorul tine sa se §tie ca o urastc pe §eherezada, dar nu §i povestirea ca mod de a 
scrie, cum deduc din alte locuri. El refuza literatura in ansamblu, dar contests in special 
romanul (vedem bine cS Solenoid nu-§i precizeazS pe copertS specia epicS), pentru cS acesta 
nu ar face decat sS instruiascS sau sS distreze. Scrisul pStimas sus(inut este recunoscut ca fund 
acela liber de nonne §i intr-o manierS dedicat epicureicS. El declarS, ca pentru galerie, cS scrie 
„de plScere §i pentru plScere”. Din literaturS evadeazS u§or, a fost chiar favorizat prin 
insucces in Cenaclul Lunii, impingere spre ratare, pe scurt prin excludere (metonimie pentru 
neintclegerc?). Greutatea rSmasS este aceea de a evada din viatS. E§ecul literar este luat drept 
succes contra-literar de acela care este „multumit c-am fost izgonit din literaturS”, cS a fost 
indepSrtat, e drept cS §i intr-un fel dramatic (mai ales existential, profesional, ca obscur 
profesor de literaturS §i gramaticS romaneascS), de „inutilul neant al literaturii”. 
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Capacitatea de lectura declarata este in(1 nita, ca §i aceea de scriitura. Falnic declara: 
„am citit inscriptiile scrise-n limbi necunoscute”. Structura narativa ajunge fixata prin cititul §i 
scrisul palindromic, reversibil. In mod repetat, in ultima parte a scrierii, este reprodusa fraza 
(de c red in (a) a Sfantului Martin din Tours: „SIGNA, SIGNA, TEMERE ME TANGIS ET 
ANGIS”, tradusa in mod frecvent prin „E§ti cruce, fa-p cruce, ma atingi §i ma chinui in 
zadar”. La reluare, palindromul este rezumat astfel: „Semne, teama si atingere”. Ca atare, 
semnul sau simbolul inlocuie§te crucea materials. 

§i tipul de personaj, livresc, dar si istoric, imaginar, dar si real, oricum unul icsit dintr- 
un hipotext, este expus la vedere in Solenoid. E chiar cel care (se) vorbe§te. E un „nefericit §i 
hirsut abate Faria”, „sapand decenii la rand la marele meu tunel de evadare”. E personajul 
nonconformist, demonic, din romanul lui Alexandre Dumas, Contele de Monte-Cristo, aflat in 
lunga recluziune, avand, cum s-a constat, model real, ca atare fiind un personaj cu cheie, dar 
§i un personaj-cheie. lata ca §i M. C. fantazeaza folosind persoane reale. Un personaj, prin 
urmare, citit §i rescris. 


Un altfel de (in)scriere m realitate 

Daca ne-am intreba direct, citind Solenoid, a§a, mai in consens cu juna generapunc, 
cum sta treaba cu scrisul, care-i faza cu el? Raspunsul ar ft probabil: simplu §i totodata 
complicat. Un raspuns abstract parca ar fi, insa, acesta. Concret, scrisul, definit prin 
comparape, ar fi ca na§terea femeii gravide. Exista in carte. Autorul ei a spus-o §i la lansarea 
de la Targul de carte Gaudeamus din noiembrie 2015. Se poate vcrilica pe inregistrarea pe 
internet. §i, daca nu gre§esc, tot acolo a explicat ca, dupa cum din nou citim aici, cartea „se 
scrie singura”, „nu seamana cu nimic mai mult decat cu via(a, care se traie§te singura”. 
Singura, daca ii perm ip, o accepp, ea se dicteaza, autorul este instrumentul care o „transcrie” 
doar fizic. Autonoma, cartea este similara viepi, §i ea autarhica. Cartea ar fi inspirape, iar 
vial, a respirape, in integrum. Intclcasa in propria suficienta, dar comparativ ca o forma de 
singuratate, cartea pare a fi mai mult (si mai pu(in) decat ceea ce chiar este o carte. A fi si 
altceva. Daca nu ar fi chiar altceva. Nimic nu ar mai fi, iata gandul de baza aici, suficient 
sie§i: scrisul ar fi §i citit, cititul ar fi §i scris, via(a ar fi §i carte, cartea ar fi §i via(a. 
Reformuland: scrisul ar fi mai mult citit, cititul ar fi mai mult scris etc. Altfel ce sens ar avea 
definirea prin comparape, daca individualitaple se suspn sui generis ? 

„Scrisul meu maniacal, fara nici o stersatura..vom citi undeva spre sfarptul carpi. 
Trascrierea fidela, totala, a vocii care-i dicteaza face totul simplu, desi neobi§nuit. Scris, via|a: 
un continuum. Natura, obi§nuin|a. Nastcrc, creape. Din nou: scris, via|a. Se impune indemnul: 
Asculta via(a! Iata ideea §i aplicapa ei. Nu §i explicapa... 

Dar de carte e vorba? Ceea ce se scrie de la sine, cum se traie§te via(a, se vrea sau se 
recunoa§te doar a fi cu totul altceva. E o scriere, daca tot trebuie sa aiba un nume, sa exprime 
o acpune sau o fapta. §i scrierea, nu transcrierea, exista aidoma viepi. Solenoid, cum i s-a 
spus (dupa 200 de titluri probate, vezi spusele de la lansare): „aceasta scriere care nu e, slava 
Domnului, o carte, lizibila sau nu”. O non-carte de peste 800 de pagini... Dar nici non-carte 
nu e: „Scriu aici (...) o anti-carte, opera pentru totdeauna obscura a unui anti-scriitor.” Anti¬ 
carte, pentru ca nu poate fi descifrata? Pesemne. Anti-carte §i pentru ca se opune carpi, in 
mod generic. O „carte” care se opune carpi. 

Cel care o „transcrie” maniacal §i fara §tersatura nu este un scriitor. E geamanul invers 
al scriitorului, prezent in „anti-carte”, chiar a§a numit, Scriitorul, Celalalt, dar in starea de 
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cosmar! Un cosmar din care trebuie trezit, eliberat, ajutat ca sa evadeze: din carte in anti¬ 
carte, din vial.a in anti-viapi... 

Solenoid este o „scriere in afara muzeului literaturii, o u§a adevarata mazgalita pe aer, 
§i prin care sper ca voi icsi cu adevarat din propriul meu craniu”. Aici vorbe§te, totu§i, chiar 
scriitorul, inca aflat in sine, in craniu, cum, anatomic, precis, scrie, amestecandu-§i „vocea” 
proprie cu aceea alteranta §i nu mai pupn posesiva. Statut narativ dublu §i totodata dedublat. 
Recunoscut: „Ambiguitatea cscntiala a scrisului meu. Nebunia lui ireductibila.” Literatura e 
muzeu, e trecut, inchidere, vasta biblioteca de opere, cu toatele inchise, constrangatoare, 
moarte sau muribunde. Anti-cartea devine mai mult decat cartea, cum antiliteratura este mai 
mult decat literatura. Postmodernitatea redescopera avangarda, iar fuga din craniu e totodata 
fuga din literatura. 

Autorul scrie si plange, scrie cu lacrimi, la figurat si la propriu. Nu doar cu sau in 
lacrimi, dar §i pentru ele. Noima scrisului, ca §i a cititului, este chiar plansul. A plans in clasa 
a Vl-a patru ore, citind romanul Taunul. Plang colegele de la scoala de mahala bucure§teana, 
citind romanul Mataniile. Plange, la 33 de ani, el, in §i prin propria scriere (relectura Taunului 
n-a mai avut acela§i efect). §i cand este aproape sa incheie: „Scriu acum cateva foi finale, 
pentru ca lumea mea sa nu ramana neterminata.” Scrie „iesind din carte si din poveste”, el 
impreuna cu cele doua Irine, soli a §i fiica: poseda, traie§te, scrisul ca lume si via(a. 

lata o noua analogie, mai restransa, nu cu totul exacta: scrisul a Is ob halucinant, 
oniric: „acum - cand scriu asta - ca-n transa, ca-n vis”. Vial,a, lume, scris: in realitatea 
„ireala”, la un anumit nivel de realitate, ar spune cuantica ori transdisciplinaritatea (Basarab 
Nicolescu). Simulacru fara (di)simulare. Realitate, la altitudine si cu atitudine delirante, 
figurata aici, inainte de principalul locutor/locuitor al Solenoid- ului, de Nicolae Borina, 
diletantul care a realizat primul solenoid, ncfuncponal, despre care citim: „Batranul delira, dar 
§tiam mai bine ca oricine ca delirul nu e un descu al real i tap i, ci parte din ea, si uneori partea 
ei cea mai prcpoasa.” Delir selectiv, emanat dintr-o anumita sursa, vitala, creatoare, 
experimentala, poate, csuata asemenea victii. Ratare e§uata pentru a fi transgresata in izbanda. 

Literatura este in esenfa viciata de condipa licponala, aici programatic, nu §i practic, 
exclusa. Nu trebuie imaginat, dar „realizat”. Irealitatea literaturii ii ramane lui M. C. total 
indepartata. Un pact in intregul lui demascat. Declarativ, cel pupn. Pledoarie pro domo sua. 
Potrivire cu sine §i propriile cuvinte. „N-am scris iicpunc, dar asta mi-a eliberat adevarata 
vocapc: sa caut, in realitate, in realitatea luciditapi, a visului, a amintirii, a halucinapei §i-n 
oricare alta.” Scrisul ca o cautare de(spre) sine, in sine, pentru sine. Pe scurt: circum-scriere a 
eului, dar nu gramatical, ci material. 

A scris poeme §i povestiri in liceu, pe cand „eram un pu§ti halucinat §i schizofren”, 
ridicat/coborat din psihologic, eventual psihanalitic, in psihiatric. 

Avea „poeme scrise cu acul pe albul ochilor §i poeme scrise pe frunte”!, desigur la 
figurat, dar la o intensitate figurativa ca si cum ar fi concreta. Senzorialitatea, corporalitatea 
marcheaza scrisul. Scrisul ca scris, scrisul ca vial,a (rc-nastcrc, natura): „mi-am gravat apoi pe 
sex si pe fese demoni, gryli §i troli §i orgii imunde...”. Ambiguitatea veghe-vis se subintclcgc. 
Nu o data se refera locutorul central la scrisul pe propria piele. El i§i tatueaza „infinita §i 
infinit stratificata si infinit glorioasa, si infinit dementa citadela a mintii mele”, cum se 
dezvaluie in ultimele cuvinte ale Parti i intai. Scoate in scris „piesele negre” din minte, din 
abisul intunecat, incifrat, sustras cu tarie cunoa§terii: „mintea mea e plina de imagini si de 
figuri alegorice, toate enigmatice, caci enigma e semnul incompletitudinii”. 

„Anti-cartea” este o lunga scriere cu dus si intors, dar nu doar analeptica si proleptica, 
ci si imaginara, utopica, ucronica, contrafactuala. Amestec de (contra)factualitate. Pune-n 
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paranteza sau suspenda conclitia de scriitor, pastrand-o pe cea de om. Acesta isi rescrie voit 
rau biografia (la modul imaginar, literar, cale pe care o renega) de scriitor ratat, nedrepta(it si 
anihilat, intre 30-33 de ani, varsta manifestarii activ evanghelice a lui Isus Hristos. Un 
„plagiat” biografic!? 

Tot raul, insa, spre bine: ratatul si celebrul traiesc la extreme, dar nu cu totul dczlcga(i. 
Dimpotriva, in mod bizar, inca mai apropia(i. Mai ales din perspectiva varstei ulterioare, de 
peste 33 de ani. Dupa aceasta 1-a cuprins faima, o anume faima, nu neinso(ita de defaimare, de 
o chinuitoare (nc)rccunoastcrc. Sunt doua euri intr-unul, doua luni intr-una care-§i fac, vorba 
lui Eminescu, incercarea. „Poate-n lumea scriitorului indepartat si celebru ce poarta numele 
meu nu s-a auzit de §coala 86, de§i ea exista §i acolo...”, spune profesora§ul e§uat-iluminat. 

Realul (lume, personaj) este proiectat fictional: „ma gandesc rautacios la celalalt, la 
autorul de romane, volume de versuri, eseuri, Dumnezeu §tie mai ce, desprins de mine in acea 
toamna indepartata de la Cenaclul Lunii, separat de mine ca un siamez, printr-o operate 
intruziva, traumatizanta si mutilatoare”. Contradic(ie op(ionala? Mai curand autonegare, 
dialectic^, o cale de autodcpasirc. 

Scrisul este evaziune sau nu este nimic... Iar celuilalt, prizonierului, ii transmite „un 
plan de evadare”. Refuzat, insa, caci acela „E mul(umit cu falsele evadari promise cititorilor 
lui, cu falsele lui usi pictate iluzionist pe pcrcfi i grosi ai muzeului literaturii.” Ceea ce nu-1 
face sa renun|e la „marele plan de evadare”. 

Intra la Litere (la Filologie, cum era atunci) in 1975 §i scrie despre psalmi o lucrare de 
seminar de o suta de pagini... Va ft in(eles din lipsa de ecou ca nu despre, dar prin (sine) este 
potrivit ca sa scrie. 

Poemul Caderea, „produsul ultim a zece ani de citit literatura”, un summum de lectura, 
a§adar. Scrisul apare extras din citit, ca sinteza a unor (anti)teze, ca expresie a unei 
remodelari. Scrie Caderea cand „mintea mea era un puzzle de citate”, „amalgam de patristica 
§i fizica cuantica, genetica si topologie”. Nu este aici o rnostra de anti-poezie, anti-literatura, 
dar §i de trans-literatura, de sinteza a cunoa§terii orientata poetic? Aplica(ia metodica era 
asupra eului. Poemul era „un studiu complet al lumii mele interioare”. Subiectul este propus 
exclusiv ca obiect. Subiectul ca singurul viu §i prezent, dar §i ca viitor, locu(i)tor care disloca 
obiectul incremenit, trecut. Crede, ca autor subiectiv-obiectiv, ca este „singurul poem care 
facea universul inutil, il trimitea la muzeu”. O negare (spre dcpasirc) a existentului, a fiin(ei. 
Perspectiva nesesizata, viziune nevazuta. Caderea cade la Cenaclul Lunii, va face singur jocul 
cuvantului. Similitudine verbala, (con)sensuala, evidenta, mai intai pentru autorul, care-si va 
aduce aminte §i va nota mult mai tarziu in aceasta scriere, la modul imaginar, fictional, literar, 
de „cenaclu-n care Caderea mea a cazut’’. 

Conducatorul cenaclului, „cu autoritate mai mare decat poate avea un om”, era un 
Dumnezeu al literaturii, intr-o vreme a ateismului de stat, „spusele lui erau daltuite-n granit 
nemuritor”, ca Tablele Legii! §i el n-a vorbit „complex §i subtil”, cum, se noteaza, ii erau 
cartile, 40. Doar 1-a intrebat, intre patru ochi: „De fapt, cum te cheama cu adevarat?”, crezand 
ca se ascunde sub un pseudonim. Iar in public a spus ca poemul e un interesant e§ec (se va 
spune la fel §i despre Solenoid?), „caci poetul nu are sim(ul limbii §i nici pe departe talentul 
necesar unei asemenea intreprinderi”. Asa incat, incant, cade-n ridicol. 

Avem §i descrierea poemului de 30 de pagini. E cifira anilor la care incepe Solenoid- ul, 
glisand insa pe toata cxistcnta traita si inchipuita a locutorului/locuitorului sau. Din descriere 
rezulta o totala metamorfoza, transgresiune sau, mai curand, regresiune, cum o dezvaluie titlul 
insusi: „Caderea, spirala nebuneasca, larga ca un Maelstrom in primele canturi, apoi tot mai 
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frenetica, mai isteroida, pe masura ce divinul se schimba-n obscen, geometria-n anomie, 
ingerii in demoni de bestiar medieval”. 

Cunoa§tem si antiteza norocoasa la publicul eminamente literar in cap cu conducatorul 
cenaclului. A citit, intai, „un tip cu musta|a”, ciclul Tehnologia toamnei, elogiat de colegi: 
versuri „mature §i crud-gratioase, eliptice si enigmatice”. Perspective restransa, inchisa parca 
intr-un punct, clara in enigmaticitatea sa. Enigma pare a fi punctul de intersccpe a ciclului 
inaltat, lungului poem coborat (doborat) §i totodata a scrierii acesteia care le cuprinde. 

Poetul cazut este privit ca un bizar pastisor patologic, iar poemul trece (se-nfunda, de 
fapt) drept „un amestec de detritusuri culturale nedigerate bine”. Cum s-a spus?! Si E. 
Lovinescu a notat despre Arghezi (iar Arghezi, aici, dupa moto, alte versuri citate, aluzii) si 
rcvolutjonarul sau volum de poezie Flori de mucegai, ca este scris din „detristusuri verbale”! 

Poetul Cdderii nu observa coinciden|a deloc, doar o sugereaza (involuntar?) si se 
retrage singur, distrus, dorind „sa nu ft existat vreodata”. Ulterior, chiar in Solenoid, el alege, 
poate tocmai de aceea, sa scrie despre incxistenta... existenta! Are, prabu§it, vise treze §i 
nocturne resentimentare, contra cenacli§tilor in corpore. Face o criza (vai!) literara, plasandu- 
se altemativ intre genialitate §i imbecilitate. Din resentiment cade (sau se inal(a) in resemnare, 
sigur, pentru totdeauna, ca trebuia sa e§ueze, sa cada cu Caderea, §i sa ajunga „omul cel mai 
obscur de pe pamant”. Evident, un true pentru a se afirma, negandu-se - in absolut! 

Se recunoa§te ca scriitor ratat, intr-un sens anume, teoretic exact, adica Find un scriitor 
incapabil de „fic|iune”. Doar in aceste limite se demasca: „n-am ajuns scriitor”. Practic, 
ramane ambiguu, cum tot el s-a declarat. „Celalalt”, ficponalul, a existat (§i cred ca exista inca 
in Solenoid). A existat, la modul factual (recunoscut §i in conven(ia contrafactuala): „dac-as ft 
ajuns scriitor l-a§ fi descris (Bucure§tiul) la nesfar§it”. Nu doar ca asta a facut, dar asta face 
inca. Schizoidia este balizata in omogenitate a personalita(ii. 

De fapt, intra intr-un joe de transfer al conven(ionalita(ii motivat de adecvare si 
autenticitate, cu teleologie practica inclusa in discursul metanarativ. E jocul de-a anti- 
scriitorul prin care se scrie anti-cartea. lata un paradox, acela al anti-scriitorului. Anti- 
scriitorul este atat de impersonal, incat, in raport cu scriitorul, devine deplin personal. „Altfel 
decat to(i scriitorii lumii, tocmai fiindca nu sunt scriitor, eu simt ca am ceva de spus.” Altfel: 
anticonven(ional, sau cel putin cat mai pu(in cnven(ional. Conven(ia anticonventici nu este o 
invcnljc recenta. Nu e doar etica (onestitatea persoanei intai predicate §i de Camil Petrescu), 
dar strict comunicationala, verbala si implicit existen(iala (eu o numesc onto-retorica). Un 
refuz care sa depascasca scrisul devenit comun §i incomunicant. 

Pozi(ionarea este principial etica. Exclus, retras, scriitorul de sine (nu de sertar) se 
descopera totodata bucuros ca nu e „prins in paienjenisul orgoliilor si cabalelor lumii literare”. 
Doar i§i scrie manuscrisul. 

Revine la situatja (fictiv aleasa) de „ratat”, datorita e§ecului din 1977, „sub ochii 
marelui critic”, 498. Este prins in ambiguitatea personalitatji sale, a celui care, totu§i, scrie, 
dar alege sa nu fie la fel cu ceilaltj (redu§i la un mod esen(ialist), dar altfel, liber, absolut liber, 
liber chiar fata de el insu§i. Obsesia ambiguita(ii vic(ii §i a scrisului ii intarcstc convingerea ca 
„orice succes in via(a ascunde un e§ec §i orice e§ec camufleaza un succes”. Scriitorul este 
prizonier al scrisului condamnat, pe deasupra, la a nu mai avea via(a personala (ca poetul, in 
acccptia lui Nichita Stanescu). Dar cineva care alege, prin vocalic, invocata de altfel si ea 
acum, sa nu nai fie scriitor, ajunge liber sa scrie in „conformitate” cu principiul aplicat al 
libertafii sale de voin(a. Sa scrie ce, cum, cand §i chiar despre ce vrea. 

in Solenoid, cele doua convcntii, factuala §i contrafactuala, raman in disputa. 
Locu(i)torul schizoid scoate alternativ cand un cap, cand altul. Exista aproape de ruptul 
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capului. Clivajele nu sunt dcsavarsite. Regula impusa nu este ori-ori, dar §i-§i, traita patetic, 
paroxistic. Legatura cu literatura nu este abandonata. Demobilizarea literara devine onest 
dezvaluita: „iubesc literatura, o iubesc mai departe, e viciul de care nu pot scapa §i care-o sa 
ma distruga”. Are o groaza cvasi-sacra si fa|a de literatura, nu doar fa(a de cxistcnta. Iubirea 
literaturii, din care tanjestc sa evadeze, sa se dezvrajeasca, aici capata expresie critica. 
Impulsul primordial este acela de a evacua literatura ca fapt sau drum sfarsit, ca tcmnita 
definitiva, absoluta. De aceea o §i demasca. Din literatura care s-a infundat se iese, evadeaza 
sau macar se incearca aceasta, din partea cuiva care ar putea fi numit un trcinsfug (termen aici 
adecvat, spre deosebire de ideologia totalitara): „Literatura e un rnuzeu inchis ermetic, muzeu 
al u§ilor iluzorii...”. Literatura atrage intr-un fals loc, in utopic. Promite §i compromite, gra(ie 
amlibologiei ei fundamentale: „literatura e o masina de produs mai intai beatitudine, apoi 
dezamagire”. Literatura este doar literatura, a ajuns autarhica, in analogie doar cu ea insa§i. 
Autoproliferanta §i incremenita. Literatura nu e, totu§i, via(a. E o capcana mortala, rcsimpta 
ca fiind escntial manipulatoare: „mereu si mereu ai fost doar rotit intre degetele literaturii”. 

In poll da a ceea ce se desparte in scrisul despre via|a (literatura fic(ionala) §i scrisul 
despre scris (disciplinele §i speciile criticii), §i literatura este „despre”: despre ea insa§i. 
Metaliteratura a inchis cu totul literatura. Este invocat si evocat aici „blestemul” literar: se 
scrie despre literatura, nu despre via(a. In scris, se traicstc pe pagina bidimensionala, dar 
cxistcnta, realitatea, lumea, universul se circumscriu in a treia §i chiar a patra dimensiune, 
aceasta din urma, de peste un secol §i mai bine, prin fizica cuantica §i anticiparile ei, impun o 
noua teleologie poetologica. Scrisul literar elimina viaja, care se dovede§te tot mai larga. In 
forme canonice sau paradigmatice, „scrisul i(i mananca via(a §i creierul ca heroina”. 
Literatura exclude fiinta, persoana, eul, intr-un mod, la propriu, chiar daca nu neaparat 
patologic, de-men(ial: „Literatura este de multe ori o elipsa a minpi si-a trupului celui care 
scrie.” 

Literatura, se pare ca exista aici sugestia ca se ei teste, dar nu se scrie. Se „prescrie”. 
Perspectiva contrafactuala opteaza pentru scrisul factual, documental, non fictional. Se 
pledeaza in favoarea jurnalului si se practica mai cu seama „genul” inregistrat de teoreticienii 
literari la para-literatura. El poate fi incadrat si la peri-literatura, in proximitatea preparatoare 
a literaturii innoitoare, dar si la post-literatura, prin substituirea convcntici creatoare, 
comunicationalc (indirect, poate, §i artistice, estetice, statut aici eludat sau suspendat). 

(Anti)scriitorul produce (transmite, transcrie), doar un jumal (arhi-gen demult si chiar 
de mul(i recunoscut, M. C. nu este nici aici „cap de serie”, daca folosim o expresie a lui M. 
Eliade), mutand, pentru sine, secundarul sau marginalul in principal §i central, impotriva 
cursului larg al receptarii publice. §i procedeaza deopotriva lucid §i imprudent: „dar cui ii 
pasa de jumalul unui anonim?”. 

Jurnal sau, „acest altfel de jumal”, (desigur, altfel, dar poate si apropiat de Un altfel de 
jumal al lui Matei Calinescu), a fost inceput la 17 ani, la 17 septembrie 1973, iar pe langa 
note de lectura si cxcrcitii literare, el coniine si „anomalii”. Nu toate anomaliile sale au fost 
inregistrate, memoria prezenta tinde sa le completeze si sa le lamureasca. Explicarea este 
dilicila. Memorarea pare mult mai facila. Depozitul §i dcpozi(ia memoriei nu apar 
discreditate. In mod escntial §i chiar cert, se noteaza, „Jurnalul meu este marturia mea...”. Un 
jumal de martor si marturisitor nu este, formal, deloc ceva personal. Substan(a se cere cautata 
in personalitatea ei. 

Asadar, acum el scrie ceva intr-un caiet, „exact genul de carte pe care n-ar scrie-o 
nimeni. E o scriere condamnata de la inceput...”, chiar ca manuscris!, 53. Anti-cartea este o 
carte in manuscris. Carte, propriu-zis, devine doar editorial. La lansarea din noiembrie 2015, 
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patronul editurii Humanitas a incercat un cxcrcipu de mitologizare ori de idolatrizare. 
Legenda scontata ar 11 aceea a unui autor care scrie, fara stersaturi, un enorm manuscris, in 
caiete, presupuse a fi de acelea mari, studcntcsti, si el tocmai a reu§it sa trimita editurii ultimul 
capitol (nu caiet?), iar noi, cititorii, avem acum copertat intregul. „Romanul”, a spus 
imprudent, „cartea”, a spus in acela§i fel, mai mult: ar fi una din cele mai grozave carp care s- 
au scris vreodata in lume... 

Romanul este insa rejetat, pentru neajunsurile unei convcnpi falacioase pentru cititor §i 
inautentice pentru autor: „nici un roman nu poate, prin definite, sa spuna adevarul, singurul 
care conteaza, adevarul interior al vic(ii celui care scrie. Pentru ca nu sunt romancier §i nu 
desenez usi false pe ziduri, sunt fericit scriind, §i fericirea asta-mi line loc de glorie.” Scrie 
jumal, (de)cade in sine, primcstc de acolo scrisul, isi aroga bravura opozitiva, nepublica sau 
antipublica, radical cautatoare, experimentalists §i, chiar mai mult, cxpcrientialista, de a nu se 
teme de „hoardele venind din adanc”. §i ceea ce face nu este un jurnal inscris exact in timp, 
insa mai curand accidental. Rareori citim notap i ca aceasta: „Sunt peste trei luni de cand scriu 
aici...”. Are 30 de ani, va ajunge la 33, cu timpul prezent, dar memoria §i imaginapa aduc in 
text deopotriva trecutul si prezentul. 

Noteaza in jurnal ca vrea sa scrie „o dare de seama” sau un „raport” „despre 
anomaliile mele”. Rcamintcste apoi ca scrie „istoria anomaliilor mele”. Noutatea nu e a temei 
ori a subiectului, desigur, oricat de pupn frecventate. Dar sa rcpnem ca de la ea pleaca totul. 
„Despre” are funcjie poetologica §i teleologica. Se apleaca spre, se aplica la, o components 
biografica. Iar daca termenul biografica pare nepotrivit, sa luam seama ca nu doar viaja, dar §i 
parp din jurnal, de regula onirice, sunt transcrise aici, asa incat ponderea prima ar avea-o un 
fel de jumal in jurnal, sau de jurnale in jurnalul care este acest „raporf’, „manuscris”, scris 
to tup in maniera memorialistica! Teleologia e mai curand proprie lecturii, decat scriiturii: 
pnta ramane comprehensiunea, e drept ca preponderent a vicpi sinelui, dar adesea si a 
fragmentelor antologate in scop comun intelectiv. Ceea ce se cauta aici ar fi o astrologie sau 
semiologie a scriiturii si lecturii, cunoscatoare §i revelatoare. „Scriind despre trecutul tneu si 
despre anomaliile mele §i despre viata mea translucida, prin care se vede o arhitectura 
incremenita, incerc sa deslusesc regulile jocului in care m-am pomenit, sa disting semnele, sa 
le pun cap la cap §i sa-mi dau seama spre ce arata, si sa ma-ndrept intr-acolo. Nici o carte nu 
are un sens daca nu e o Evanghelie.” Solenoid este o Bunavestire a optzecistului M. 
Cartarescu, cu alte surse, implicatji, sensuri decat aceea a lui Breban, dincolo de poezia 
generic comuna. Ambiguitatea, vizionarismul, structura §i natura frastica etc. ii 
individualizeaza, a§ spune ca ii si ierarhizeaza, pe cei doi scriitori. Nu doar in sensul ca unul 
este romancier iar celalalt, prin voinla §i putinfa, nu. 

Sclccpa fragmentelor din jurnal stranse aici incepe la 16 iunie 1974, data la care 
locuiepe in strada Stefan cel Mare. Opcratja este elementara, condusa de o cale, in sensul 
propriu, a§adar, de o metoda: „adun fapte si marturii care sa duca undeva”, in cautarea unui 
sens ascuns. Memoria traita sau scrisa deja este doar un instrument, nu §i un obiect. Scrierea 
cumuleaza istorisiri: „incerc sa pastrez o anumita ordine in istorisiri”. Ordinea spatjo- 
temporala nu este ignorata, dar ea ramane secundara in raport cu semnele sau eventual cu 
sensurile. 

Anti-cartea sa iese din pagini sau tinde sa o faca. Daca ramane o carte, se vrea una cu 
trei sau chiar patru dimensiuni, ca realitatea „ireala”, metafizica §i cuantica. Detesta sa fie 
doar o repetata pagina bidimensionala. Aspira sa transgreseze intr-o pagina sculptata sau 
arhitecturata, evident in analogie cu viaja ori realitatea. 
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De ce alege antiliteratura acest manuscris epic, refuzand romanul sau poemul, in mod 
direct sau in amestecul lor? Explicapa vine de acolo ca o materie-spirit ncdclinita nu poate 
afla stricta formalizare. Iar gradul minimal de ficpunc mcntinc faptele de viata in directa 
factualitate. „Nu roman si nici poem, caci ele nu sunt fic|iune (sau nu pe de-a intregul), nici 
studiu obiectiv, fiindca multe dintre faptele mele sunt singularity ce nu se lasa reproduse nici 
macar in laboratoarele mintii mele. Nici macar nu pot face, in cazul anomaliilor mele, 
distincpa dintre vis, amintiri stravechi §i realitate, intre fantastic §i magic, intre §tiin(ific si 
paranoic.” Dar, atunci, de unde vine oppunca pentru contrafactualitate? S-ar putea ca si 
contrafactualitatea sa fie minimala. Interioritatea e factuala §i nu contrafactuala. 
Contrafactuala devine alegerea numai in raport cu identitatea publica. Dar in Solenoid si 
aceasta este absorbita in interioritate. 

Sunt fapte, cele ordonate acum, ie§ite dintr-o minte care nu face acele distinctii, 
„fantomatice si stravezii, dar a§a sunt lumile in care trairn simultan”. Nu un limbaj, dar o lume 
(abisala, scufundata, cazuta...) incearca a revela la rnodul simili-evanghelic. De aceea 
scriitorul plonjeaza in lumea larga, in vasta realitate, §i ele concrete. „Faptele mele vor fi, 
deci, fantomatice si stravezii si indecidabile, dar in nici un caz ireale.” Sunt chiar chinuitor de 
reale. Suferin(a le marcheaza realitatea. Laboratorul mintal, dar - iata plusul - §i sub- sau 
infra-mintal este explorat, exploatat, revelat. De acolo provine scrierea, deja elaborate. Visul 
de marca expresionista nu-i e indepartat. §i iata ce aduce la suprafa|a mintii: ,,Monstri, 
monstri pe care rnintea nu-i poate concepe, nici adaposti, nici incapea, atarnati, ca paianjenii 
pe firele lor scanteietoare, de reflexele noastre ancestrale, de paloarea pielii, de clan(anitul 
dinplor, de ie§irea ochilor din orbite.” Sau, mai scurt: „mon§tri in absolut, monstri psihici”. 
Stari ale subiectului: „Frica, groaza, impietrirea, teroarea, fascina(ia, oroarea, urletul §i 
nebunia.” Scoase din tern nita mintii, din ceea numcstc o „barbara ublieta” (de la fr. oubliette , 
loc uitat, temni(a). intr-un astfel de loc terifiant gase§te 30 de plan§e cu „fiin(e co§mare§ti”, 
intre care una are „viziunea crepusculara a Irinei §i-a mea de-acum un an”. 

§i, in definitiv ce (se) scrie aici? Iata nu o constatare, dar o prevenire, intr-o poetica 
deliberata. Autorul va scrie „o poveste a vie(ii mele (...) potrivita cu figura mea §tearsa, cu 
firea mea retrasa, cu lipsa mea de sens si viitor.” O istorie a lipsei de insemnatate a omului, 
daca inlatura intamplarea succesului public, literar. Dar nu avem aici perspectiva exterioara, 
secundara, daca nu eludata? Am putea sa intclcgem astfel. Ceea ce ni se transmite, insa, este 
ca aceasta nu este singura sa versiune de via|a, este doar alta. §i e de astcptat ca noi scrieri vor 
revela noi versiuni. Dar o via(a nu total de vis, nu imaginara, fantastica. E de a§teptat un foraj 
scriptural in aceasta direc(ie de cautare spre rccunoasterc. Deocamdata, el scrie, cum promite, 
„povestea vic(ii” sale de anonim, de „(iinta obscura”. Cu scop bine exprimat prin 
comprehensiune, concept din teoria lecturii: „ca s-o citesc simultan cu scrierea ei §i sa-cerc sa- 
n(eleg. Voi fi unicul scriitor-cititor al acestei pove§ti al carei sens, o scriu a zecea oara, e 
neestetic si neliterar.” E fericit ca n-a scris carti „autonome estetic”. Va fi incantat sa convinga 
de faptul ca visul este el insu§i estetic, realist-estetic. 

Miza repetata, cople§itoare, este a comprehensiunii scris-cititului. Dar pactul 
nonpublicabilitapi, non (de data asta nu anti) estetic si non-literar, nu mai este respectat. 
Ajunge o gluma. Semn de cadere repetata in literatura §i in estetic, ambele supuse ,judeca(ii” 
critice. 

Scrie in Solenoid o poveste a feminitapi. In mod declarat, „pentru sora mea captiva 
(sau pentru fiica mea, poate)”. Dar §i pentru feminitatea sa, declarata, dar nu pe deplin 
cunoscuta. Povestea lui, iat-o: „intr-o lume incomprehensibila si sufocanta o femeia ramasese 
gravida”, dar nu prin sexul cu un barbat, si „un fel de presentiment o umbrise”. Daca pana aici 
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povestea suna cunoscut, evanghelic, mai departe povestea surprinde. Femeia na§te un copil 
fara inima in locul firesc, dar cu trei inimi inchise alaturi, de cristal, fier §i plumb, ca atare cu 
„piese de schimb”. §i nu e totul. Nou-nascutul se metamorfozeaza, capata cate saptc degete la 
llccarc mana, ochi in frunte, urechi la glezne. Pe scurt, este o faptura marcata anatomic de 
anomalii. Gandul staruitor, normal, este acela ca „nimic nu era adevarat, lumea era absurda”. 
Cu o cxccptic: „Numai inima de cristal era adevarata.” Insa, numai pentru a se lungi povestea. 
Inima de cristal se sfarama §i ea. Faptura antropoida create, sc-ndragostcstc, se casatore§te, 
divortcaza, se recasatorcstc, naste doi copii, duce „o viata confuza”. ii ramane numai inima de 
plumb, dar a§teapta „o a patra inima pamanteasca”. Mai naste o data, la batranefc, apoi moare. 
Nu e deloc romanul lui Alecsandri, cel cu „§apte vcfi in pieptu-i de arama”, are doar trei, dar 
in zadar. Citim o parabola stravezie despre vial,a, in marile ei dimensiuni de varste §i fapte... 

Autorul manuscrisului lipsit de §tersaturi admite doar scrierile unui „eu”, marcat de 
sentimente §i cmofii. Propria persoana este monstruos multiplicata (iar prin aceasta, posibil, 
nemuritoare). §tie ca exista „sute de miliarde de fiin(e cu numele meu”. Fiin(e dintr-o alta, 
enorma, subterana dostoievskiana. Aflate dincoace de dium, in „noaptea fiin|ei”. Sunt cerute 
acele scrieri „aspre §i imposibil de infeles”. Carole viabile sunt evanghelii oraculare. „0 carte 
trebuie sa ceara un raspuns”. 

Scrie acum „cartea ororii de a trai”, a fugii de aici, a evadarii din realitatea obisnuita. 
De la un nivel de realitate, ar spune Basarab Nicolescu. „Pleaca! Fugi! Amintcstc-fi ca nu e§ti 
de aici!” Doar Evangheliile intr-adevar o mai spun. lata raspunsul aflat prin scrierea cartii: 
„sensul oricarui efort omenesc: ie§irea din lumea asta”. 

Limbajul figurativ este rar, domina oralitatea, norma respectata curent este aceea a 
rostirii. Solenoid, scriere lunga, este o carte spusa. Relafia cu limba este asemenea celei cu 
cxistcnta. §i cuvintele sunt monstruoase, in chiar natura lor. Uneori se-ntampla ca limbajul sa 
treaca inaintea traitului. De exemplu, „Cuvantul <dispensar> ma inspaimanta §i azi...”. 
Limbajul tinde chiar sa ajunga atotstapanitor. Fie in expresie, fie in suspensia sau obscurizarea 
acesteia. Comunicarea decade in grupuri de litere ilizibile, cinci randuri cu termeni 
indescifrabili. Apar limbi stranii: „limba sqwiwhtl”, „limba haaslaaslaah”, iar daca exista 
„limbajul inalt al flatulafiilor si eructafiilor”, limba e in modul cel mai propriu organica. Am 
notat deja scrierea de poeme pe piele sau pe retine. Scrierea in chip de tatuare. 

Limbajul simbolic, matematic, este prezent in coduri ale unor spafii, fie nepatrunse 
(7172 este un numar despre care se spune ca este interzis), fie patrunse: „am schimbat la- 
ntamplare ordinea numerelor din cifru”, „Numarul fusese 96105.” Hermeneutica enigmistica, 
daca nu §i numerologia, i§i vor face poate de lucru cu ele. 

Manuscrisul acesta este trans-literar, §i pentru ca se une§te cu ceea este dincolo de 
literar, si pentru ca se separa de identitatea literaturii. Dcspartirca se motiveaza prin adevarul 
continut §i reflectat, de la un capat la altul, de la sursa la materializare. „Da, manuscrisul meu 
depa§e§te literatura, pentru ca este adevarat.” E revendicat nu de la ficfiune, dar de la 
document. Se aliniaza esteticii autenticiste. Spune adevarul si cand precizeaza ca, in pofida 
aspirafiei, dar posedat de incertitudine, nu-1 dezvaluie integral (e comica, in context, sintagma 
adevarului integral - insa doar ideologic - ceruta de un Radu Cosa§u in epoca stalinista din 
Romania!): „Dar ma ingroze§te ceea ce e posibil sa fi fost, nu pot imagina si nu pot descrie 
inca. (...) Nu am facut pactul sinceritafii totale. Nimeni nu a facut vreodata pactu-asta.” 

Manuscrisul-jurnal, anti-carte, intins pe durata a trei ani, i§i delimiteaza (o face atat de 
rar) durata: „De-atunci au trecut trei iemi, si tot atata timp de cand scriu aici, in caietele 
manuscrisului meu.” 
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E scris fara §tersatura? Ca atare, dintr-un jet neintrerupt. intre perioadele de scris, 
probabil, intens meditat. Ceea ce ar fi tot o forma, imateriala, de scris, aceea poate cu enorme 
§tersaturi invizibile. Se adauga (re)citirea. „L-am recitit de-atatea ori, ca-1 §tiu aproape pe 
dinafara. Paduchi, frica, matricole, vise.” §i poate nu rescris, la propriu, direct pe text, cum 
declara ca nu o face, dar rescris prin supra-scriere, in „replica” la textele anterioare. Dar iata 
ca gasesc locul in care scrisul multinivelat (ca realitatea cuantica insasi) este asumat: „Am 
§tiut mereu ca scrisul e palimpsest, e razuirea unei foi ce deja cuprinde totul, e dezvelire a 
semnelor §i buclelor, scoase prima oara la lumina...”. A stiut, dar nu inseamna ca a inventat, 
doar a „descoperit”. Munca esenjiala este de a ordona manuscrisul. De a se confrunta cu 
„ciudatul Baalbek al caietelor mele”. Iar la punctul de jos, de a informa strict documentar: „A1 
treilea caiet, inca doar pe jumatate scanat, decopertat, expus: Voila.” 

Miza sau pariul pus pe comprehensiunea scris-cititoare ramane marea dificultatc. Prin 
povestire, spre sens, in povestire, altfel spus in(tre) semne, este locul de provizorat, in 
a§teptarea evaziunii. Scrisul este posibil §i in starea de teama a intclcgerii. Miza ori pariul par 
amanate. „Nu-ncerc sa-ntclcg, doar rnerg mai departe cu povestea anomaliilor mele.” 

Tragedia imposibilita|ii evadarii este substituita de comedia scriiturii. Ea numai 
parodiaza ideea (lui Marx) despre filosofii care au facut teoria, insa ceea ce urmeaza ramane 
practica. Pentru protagonistul Solenoid- ului, un caz anume din practica, „important e insa a 
evada”. 

El capata o „viziune (...) daca nu metoda”. Dar mai e doar transcriptor §i nu scriitor? 
Visatorul accepta dictarea (sa nu o confundam cu dicteul). Visele sale, ne asigura, sunt „cu cat 
mai limpezi, cu atat mai indescifrabile”. Clar este un vis, dar si acesta prin oblicvitate: este cel 
cu „mica parabola”, care comunica obstinat sensul ca nu opera de arta, dar copilul trebuie 
salvat, in situa|ia, pare-se mereu prezenta, de a alege. (Nu la fel ca in Sofia a ales, de W. 
Styron, caz ignorat aici: dar intre proprii copii, fetija si baictcl; tot un caz limita...) 

Capitolul 41 incepe cu un poem, din care aleg un vers: „Am vazut frica devorandu-ne 
craniul”. Dar ma opresc si la: „Am vazut cele 10 (la puterea 500) de universuri paralele 
deodata.”, „Am vazut iadul...”, „Am vazut morala innebunind”, ,,Via(a ca spectacol al mortji/ 
Moartea ca spectacol al mortii!”. Avem in acestea toate un fel de rezumat cscntial al Solenoid- 
ului. 

Mai exista aici ceea ce as numi o vedenie-poem, care dezvaluie tinta protagonistului- 
transcriptor de acum, din faza sa literara, estetica: „Trebuie sa evadez/din acel pu( jegos §i 
sinistru.”, „patrund in lumea de deasupra”. Pledoaria artistica este elementar explicita. „Arta 
n-are sens daca nu-i evadare.” (Sa fi apucat prozatorul M. C. vremea oniricilor, atacatj in 
Contemporanul sau Lupta de clasa, dar si de M. Preda in Facatorii de cuvintel) 

O banalitate asumata este altceva decat una insu§ita cu limbujie retorica. Da, arta se 
extrage din cunoa§tere, atata cata este, §i una, §i alta. „Am simtit apoi limita artei mele, care e 
§i limita cunoa§terii mele.” Foarte bine ca a intclcs, foarte bine ca s-a avantat intr-o cunoastcrc 
larga, generala. 

De nimic nu se atarna (nici chiar de poezie, cum o face Al. A. Philippide) ca de 
rezonanfa. Cauta un acord major, definitiv. „Vreau sa-mi intelcg cu luciditate si cinism 
situajia. Suntem prizonieri in inchisori concentrice §i multiple.” Un neocxistcntialism? Poate, 
unul orientat evazionist, neoromantic, cum intclcgc M. Cartarescu postmodernul. Dar 
in(elegerea ii poate fi suficienta. Se parea ca da, dar singur arata ca, de fapt, nu. „De ce pot 
injelege totul daca nu pot face nimic?” Se vrea faptuitor. Va fi fund injelegerea ca §i 
explicajia, teoria, contemplajia, in opozijie cu practica, faptuirea... §i totusi, o anumita 
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injelegere, cea, se pare, cautata, se explica ea insasi altfel. O deducem din „procesul chinuitor 
de inginerie inversata care este adevarata injelegere”. 

Increderea in scris-cititul propriu are fi momente de iluminare. Atunci el crede ca 
„manuscrisul” dezvaluie, descifreaza. 

Cauta o intclcgerc tocmai a in^elegerii. „A-ntclcge inseamna-ntotdeauna a patrunde in 
alta minte”. Printr-un mod de dedublare ori de substitute. Localizat in subiect (locutor), afla 
cum, „contempland un obiect, efti absorbit de el si aruncat intr-o minte inumana”. E calea 
vrajita. lata viziunea sau metoda. Semnul abate sensul. „Religiile sunt, fi trebuie sa fie, 
contemplarea nauca a degetului lui Dumnezeu, in neputinja de a irpelcgc ca nu degetul e 
mesajul, ca el doar arata (s. in text, n. m.) catre ceva.” Pentru rcvclapc este de ajuns. 

Poetica este, in sfarfit, dezvaluita: proustiana, a eului fi prin eu, pe o cale diletant- 
sacralizata, excesiva fi abatuta, absolut personalizata. „Scrisul meu e un reflex al dcmnitapi 
rnele, e nevoia mea de cautare-a lumii fagaduite de propria minte, cum parfumul e fagaduinja 
introlocatului trandafir. Vreau sa scriu nu ca un scriitor, fie el fi de geniu, ci cum canta 
Efimov, cu un orgoliu nemasurat fi-o impcrfccpunc sublima. El gasise calea, care nu se 
gasefte prin traditic, ci prin har, caci arta este crcdinta si daca nu e crcdinta nu e nimic.” 
Crcdinta si nu dragoste, dar aici, la un amator (iubitor, increzator) al sinelui, e vorba de o via(a 
sublunara si nu de intoarcerea in rai, ca in Epistola lui Pavel catre Corinteni. 

Manuscrisul, despre care a spus ca nu va fi o carte, e doar „un plan de evadare”, va fi 
dat focului. El nu poate fi acelasi cu „manuscrisul Voynich”, primit fi inapoiat bibliotecarului 
Palamar. Manuscrisul dictat locutorului din cartea pe care o citim este intocmai lumea lui. Iar 
lumea se termina odata cu manuscrisul. „Niciodata realitatea n-a fost mai incastrata in 
ficpune, mai una cu ea...”. Scrisul ifi afirma cu tarie sporita ambiguitatea. Personajul lupta pe 
doua fronturi in acelafi timp, fara a le mai distinge. Iata-1 la capatul puterilor. Tot provocator: 
„Mi-am pregatit deja armele pentru infruntarea finala.” 

El nu se supune judecapi critice, dar uneia mult mai largi fi adanci, ctic-cxistcnpalc. 
Prin care s-a (in)scris. „Cu flecufte^ele astea heterotopice fi absurde, cu piesele astea de 
puzzle, cele mai inutile obiecte de pe pamant, voi veni in fata judecapi.” Nu capodopera care, 
chipurile, trebuie sa dureze, dar sinele binevestitor, „evanghelia mintii rnele”, cartea care se- 
nal|a fi se topefte. 

Plange (in sfarfit, ca in clasa a Vl-a, citind Taunul unei autoare neftiute decat odata 
ajuns student la Litere, dar fi ca invatatoarclc dintr-o fcoala de mahala, citind Mataniile) pe 
manuscrisul „In care scrisesem ani in fir incercand sa-mi injeleg anomaliile, mintea fi viaja.” 
Doar mai constata: „manuscrisul meu se destramase in flacari”. 

In demersul acesta vital (in)scris, nu este cu totul singur. E insotit mai ales de 
bibliotecarul Palamar, care-i spune ca, dac-ar fi poet, ar scrie - despre lumea acarienilor - 
„epopeea acestor nestemate vii, iubirile fi razboaiele lor, turpitudinea fi gloria lor...”. E 
lumea enigmatica sau lumea enigmei. Sunt specii multe „fara nume”, „cunoscute printr-un 
cod de cifre fi litere, asemenea supernovelor fi quasarilor”, din realitatea cuantica. O lume sau 
realitate paralela, in oglinda cu acelea tridimensionale, in relief evident, inchis: „acarienii sunt 
fiinje dupa chipul fi asemanarea noastra”. Nivelurile acestea de realitate (folosesc conceptul 
transdisciplinarului Basarab Nicolescu), defi diferite, se identified functional, au rol similar: 
„suntem fi noi acarienii unei lumi superioare”. Palamar (straniul nume ar corespunde sensului 
de acostator sau legator, in dieponar inseamna cablu, funie) este nu doar cunoscator, dar fi 
creator, experimentator organic, fizic, concret, al acestei infra-lumi. Intalnindu-1 pe 
locu(i)torul din Solenoid, Palamar ii arata, af spune la modul lui C. Brancufi, ca „Am creat o 
lume in insufi trupul meu, o rejea de canale in derma mea, locuita, explorata fi extinsa mereu 
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de un popor ce se crede, ca §i noi, unicul din univers.” Palamar nu doar crede, dar el §i 
iube§te, cum declara, poporul de acarieni. „E nebun?” intreaba, lucid, sceptic, prudent, 
scriitorul Solenoid- ului. 

Dar Palamar, in rolul initiatorului (malefic) din acest excurs paideic, ii arata acestuia 
ceea ce el numcstc „noul tau trup”. Atunci, cel ini(iat i§i am in teste de tratatul de parazitologie 
citit in adolesccn(a, imprumutat de la un agronom. Profetul ad hoc Palamar il inscrie, practic, 
nu teoretic, in realitatea vajhingeriana a lui als ob. „Vei fi ca ei, dar vei §ti ca nu e§ti dintre 
ei.” Protagonistul confesor face pactul de cunoa§tere, din convingere mediata de concretul 
direct, testand finalitatea mantuirii prin evadare nu dintr-un trup de pacat, cum spune 
Apostolul Pavel, dar de s uteri nta activata de angoasa. Nu-si uita §i nu-si schimba astcptarea 
esen|iala. Afla prin bibliotecar drumul presupus a fi cautat §i se lasa sedus. Oricum, alta cale 
nu i se deschide. Se explica §i se justified totodata: „Caci miza mea era sa aflu, chiar dac- 
aveam o infima sansa, daca mantuirea este posibila.” Dar nu depascstc un stadiu al realului 
conditional: „Daca vom putea icsi de-aici, izbavi(i de frica noastre cea de toate zilele.” Dupa 
acceptarea teribila, disperata, cand capata un „trup de sarcopt” (contrafactualitate temuta, 
anterior, prin gandirea lucida, devenita factualitate deplina, prin vis §i halucinatic) §i se deda 
unui eros „acarian” desfranat: „am copulat cu femelele lor monstruoase”. Solenoid, ca scriere 
deopotriva a feminita(ii, ajunge §i la acest eros parazitat. 
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Abstract: The paper aims to emphasize the fact that the protagonists and the functions of the fairy tale, 
irrespective of the cultural space, are universals (general notions). Any fairy tale inserts indispensable 
constants: narrative scheme, type sequences, formulas, a specific way of reflecting life, characters. It 
starts from the premise that the actions of the fairy tale protagonists, grouped into two polarising 
series (beneficial series / malefic series); being under the fosterage of good / evil, are closely linked 
with the functions of the fairy tale. The role played by characters (the aggressor, the donor, the main 
hero, the false hero etc.) will be associated with the functions. The .Junction” phenomenon was 
analised from several critical angles: anthropologically — Bronislaw Malinowski, Radcliffe-Brown; 
linguistically — Ferdinand de Saussure, Karl Biihler, Roman Jakobson; sociologically - Emile 
Durkheim. Vladimir I. Propp, analysing the type sequences from the fairy tale through the filter of 
grammar, associating the functions with the term from the syntax, identifies a limited number of 
constancies - 31 functions. Having the model of the proppiene functions we observe a few aspects: the 
action itself begins with the eighth function - the impairment; the presence of one function anticipates 
the other; the absence of a function does not modify the allocation of the others; the functions can 
appear separately or in pairs: prohibition- infringement; impairment—remedial; certain functions are 
indispensable, others can multiply themselves - the impairment; others may be missing - 
metamorphosis, marriage. Starting from the symbiosis function—character, is underlined the 
importance that must be granted to the actions perpetrated by the characters, and not to the 
characters themselves. The comparative-analytical perspective aims the fairy tales inserted into the 
Romanian and foreign collections: Petre Ispirescu - Greuceanu; Tinerete fara batranete si viata fara 
de moarte [Youngness without oldness and life without death]; Praslea cel voinic si merele de aur 
[Praslea the Brave and the Golden Apples]; I. Pop-Reteganul - Povestea lui Pahon [Pahon's story ]; 
Charles Perrault - Frumoasa din Padurea Adormita [Sleeping Beauty]; Fratii Grimm - Alba ca 
Zapada [Snow White], but also slids the fairy tale towards other categories: song-acting Ileana §i Fat- 
Frurnos, a variant from Maramures, also known by other regional denominations: Ileana Cos&nzeana, 
Ileana §ade pe o piatra [Ileana sitting on a rock]; Ileana §i Baba-Cloarfa (song-acting seems to be a 
schematic, minimized, slighting reply of the foreign fairy tales previously men tioned). 

Keywords: comparative analysis, fairy tale, functions, protagonists, universals (general notions). 


Orice basm, indiferent de apartenenta spatiului cultural, insereaza constante- 
cheie indispensabile: schema narativa, secvente tip, formule, un mod specific de oglindire a 
vietii, personaje. Pornind de la binaritatea functie-personaj se subliniaza importanta care 
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trebuie acordata actiunilor comise de personaje si nu personajelor in sine, indiferent ca se afla 
sub tutela binelui sau sub incidenta raului (seria benefica / seria malefica). Termenul „functie” 
devine punct de conjunctie intre personajele basmelor si actiunile comise de catre acestea. 
Fenomenul „functie” determina o perspectiva interdisciplinary antropologie - Bronislaw 
Malinowski, Radcliffe-Brown; lingvistica - Ferdinand de Saussure, Karl Biihler, Roman 
Jakobson; sociologie - Emile Durkheim. In acest context, perspectiva proppiana se impune si 
atrage atentia prin numarul limitat de constante - 31 de functii 1 : situatia initiala, absenta, 
interdictia, incaicarea, divulgarea, viclesugul, complicitatea involuntara, prejudicierea, 
mijlocirea, contra actiunea incipienta, plecarea, prima functie a donatoruhd, reactia eroului, 
inzestrarea eroului, caiauzirea, lupta, marcarea, victoria, remedierea, intoarcerea eroului, 
urmarirea eroului, salvarea, urmarirea incognito, impostura, incercarea grea, indeplinire, 
recunoasterea, demascarea, transfigurarea, pedepsirea, casatoria. Functiile sunt esentiale 
din mai multe motive. Aducem cateva argumente in acest sens: prezenta unei functii o 
anticipeaza pe cealalta; absenta unei functii nu modified repartizarea celorlalte; primele saptc 
functii constituie un fel de preambul, iar actiunea propriu-zisa incepe cu functia a opta - 
prejudicierea ; functiile pot sa apara separat sau in pereche: interdictie-incalcare; 
prejudiciere-remediere; anumite functii sunt indispensabile, altele se pot multiplica - 
prejudicierea ; altele pot lipsi - metamorfozarea, casatoria. Exista si functii care par a fi 
identice -prima functie a donatoruiui; incercarea grea -, insa nu trebuie confundate, ele au 
menirea de a mijloci „definirea basmului ca gen” 2 . 

Vladimir I. Propp, asociind functiile cu termenul din sintaxa, trecandu-le prin filtrul 
gramaticii, constata ca numele si atributele personajelor se pot modifica de la un basm la altul, 
insa actiunile, functiile lor raman aceleasi. Rolul jucat de personaje (agresorul, donatorul, 
eroul principal, falsul erou etc.) se va corela cu funcpile. Perechea antinomica, la prima 
vedere, personaje-functii trebuie analizata in tandem: ,,functia este o fapta savar§ita de un 
personaj §i bine delinita din punctul de vedere al semnificajiei ei pentru dcsiasurarca actiunii 
[...]. Funcfiile personajelor constituie elemente fixe, stabile ale basmului [...]. Succesiunea 
functiilor este intotdeauna aceeasi”. 3 Perspectiva comparativ-analitica poate fi potentata, 
apeland la basme inserate in colectii romanesti si straine: Petre Ispirescu - Greuceanu, 
Praslea cel voinic si merele de aur; Tinerete fara batranete si viata fara de moarte; I. Pop- 
Reteganul - Povestea lui Pahon; Charles Perrault - Frumoasa din Padurea Adormita; Frafii 
Grimm - Alba ca Zapada. 

Actiunea propriu-zisa a basmelor incluse in colectia lui Petre Ispirescu - Greuceanu, 
Praslea cel voinic si merele de aur, Tinerete fara batranete si viata fara de moarte - capata 
contur, incepand cu functia a opta - prejudicierea. In momentul constatarii situatiei 
perturbatoare se incropeste intriga. Aceasta functie - prejudicierea - poate fi explicate printr- 
o serie sinonimica de termeni - dauna, deficienta, dorinta neimplinita, furt, lipsa, paguba etc. 
Uneori, prin prisma acestei functii, sesizam relatia ce se instituie intre general si particular la 
nivel macrocosmic si microcosmic: de exemplu, in basmul Greuceanu, umanitatea este 


1 vezi V. I. Propp, Functiile personajelor, in Morfologia basmului, trad. Radu Nicolau, Bucuresti, Editura Univers, 1970, 
pp. 30-65. 

2 Nicolae Constantinescu, art. „Fi§e pentru un dic^ionar de folclor (IV) Anecdota, Descantecul, Functia”, in Revista de 
etnografie §i folclor, tom 30, nr. 2, 1985, p. 149; Nicolae Constantinescu, Folclorul, cum poate fi inteles. Studii $i articole de 
etnologie romdneased, Bucuresti, Editura Universitatii din Bucuresti, 2011; vezi V. I. Propp, Rddacinile istorice ale basmului 
fantastic, Bucuresti, Editura Univers, 1973, pp. 380-454. 

3 V. I. Propp, Morfologia basmului, ed. cit. , pp. 26-21. 
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prejudicial de podoabele astrale (soare, luna); in basmul Praslea cel voinic si merele de aur, 
imparatul este prejudicial de merele de aur. In basmul Greuceanu, se reinstaureaza echilibrul, 
normalitatea dupa interventia eroului; in basmul Praslea cel voinic si merele de aur, dupa 
remedierea prejudicierii din pricina furtului, fratii invidiosi incearca sa se debaraseze de 
Praslea - duplicarea prejudicierii. In basmul Tinerete fara batranete si viata fara de moarte 4 , 
remarcam multiplicarea prejudicierii - imparatia este lezata, lipsesc mostenitorii, venirea pe 
lume a fiului dorit este posibila doar prin asumarea altei lipse - dobandirea tineretii fara 
batranete si vietii fara de moarte. Daca pomim de la premisa ca venirea pe lume a oricarui 
nou-nascut este un dar divin, parintii, apeland la vraci, la filosofi, la acel „unchias dibaci” 5 
comit hybris [depasesc masura, limita morala]. „Devenirea intru devenire” va fi substituita de 
„devenirea intru fiinta” (concepte dezvoltate de Constantin Noica): „in clipa cand devenirea 
intru devenire nu-si desfasoara de la sine lantul ei, adica din clipa in care pruncul este adus pe 
lume dincolo de fire, acesta va apartine altei randuieli decat cea care nu 1-a putut zamisli si va 
aduce exceptia in legea, respectiv in curgerea oarba a vietii” 6 . 

Aplicand functiile proppiene, pe texte concrete, observam ca acestea se sudeaza cu 
actiunile protagonistilor, permitand o perspectiva comparativ-analitica. Pentru a evidentia 
impactul pe care ll au actiunile protagonistilor asupra functiilor enumeram cateva functii 
proppiene alese intr-o ordine aleatorie: 


Functii proppiene 
identificate in 
basme din colectia 
lui Petre Ispirescu 
(selectiv) 

P situatia initiala • 


> prejudicierea • 

> lupta • 


ai Greuceanu 


mahnirea 
imparatului Rosu; 

lipsa soarelui si 
astrului selenar din 
pricina furtului; 
eroul ii invinge pe 
cei trei zmei; 


aa Praslea cel voinic 
si merele de aur 


<♦ viata tihnita a 
unei familii de 
imparat; 

❖ furtul merelor de 
aur in perioada 
propice recoltarii; 

❖ invingerea 

raufacatorilor, 
infrangerea celor 
trei zmei; salvand 
puii de 

„zgripsor”, 
omorand 
balaurul, 
„zgripsoroaica” 7 


aui Tinerete fara 
batranete si viata 
fara de moarte 

o dorinta 

neimplinita a unei 
familii de 

imparat; 

o lipsa unui 

mostenitor; 

o adevarata proba 
nu consta in lupta 
dintre erou si 
fapturile cu forta 
supraumana 8 , ci 
in capacitatea 
eroului de a fi 
milos - ii reda 


4 Rachi§an, Delia-Anamaria, Status-ul eroului in cautarea vefiiiciei fi reintoarcerea in lumea cu dor, Simpozionul National 
Constantin Noica, editia a V-a: „Cum e cu putinja ceva nou”, coordonator: Alexandru Surdu, Edi^ie ingrijita de Ovidiu G. 
Grama§i, Mona Mamulea, Bucure§ti, Editura Academiei Romane, 2013, pp. 238-246 . 

5 *** Ti nere j e fara batranete. Basmepopulare romanesti, Antologie, postfata si bibliografie de Ovidiu Papadima, Bucuresti, 
Editura Minerva, 1985, p. 84. 

6 Constantin Noica, Sentimentul romanesc al ftintei , Bucuresti, Editura Eminescu, 1978, p. 114. 

7 vezi detalii despre Zgripsoroaica la G. Calinescu, Estetica basmului , Bistrita, Editura Pergamon, 2006, pp. 102-104. 
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> casatoria 




veselia tinu trei 
saptamani. 


ii cruta viata la 
rugamintea puilor 
si il va scoate pe 
Praslea din 

taramul celalalt 
pentru a putea 
ajunge in 

imparatia tatalui 
sau; 

♦> Praslea se 

casatori cu fata 
cea mica; facura 
nunta mare. 


Gheonoaiei 
piciorul retezat, 
iar Scorpiei capul 
taiat cu palosul; 


o eroul se insoti cu 
fata cea mai 
mica; din lumea 
vesniciei; lipsesc 
detaliile, 
manifestarile 
ritual-religioase 
specifice 
ceremonialului 
nuptial. 


Eroii principali, din cele trei basme mentionate, adera la valori umane fundamentale - 
Adevar, Bine, Frumos. Eroii depasesc probele la care sunt supusi datorita altor personaje. 
Greuceanu este ajutat de Farul-Pamantului, de fratele sau de cruce; Praslea este sprijinit de 
Zgripsoroaica, un protagonist malefic, induiosat de faptele eroului - salvarea puilor de 
zripsor; Fat-Frumos este ocrotit si povatuit de cal, un adjuvant de nadejde. in timp ce 
Greuceanu si Praslea, casatorindu-se cu aleasa inimii lor, vor avea parte de fericire, Fat- 
Frumos renunta la fericirea eterna, implicit la zana ce i-a devenit sotie pe taramul vesniciei. 
Fat-Frumos, fiind acaparat de dor se (re)intoarce acasa, adica in lumea cu dor 8 9 . Parcurgand 
drumul in sens invers constata ca totul este supus vremelniciei, ca nu mai exista taramul 
Scorpiei, Gheonoaiei. Fat-Frumos insusi devine un batran cu barba alba. Moartea lui, uscata 
de atata pasuire, il asteapta pe cel care, renuntand la „devenirea intru fiinta”, revine in lumea 
devenirii oarbe, adica in lumea „devenirii intru devenire”, in termenii lui Constantin Noica. 

in basmul Povestea lui Pahon, inserat in colecjia lui I. Pop-Reteganul, protagonistul 
rascumpara cu ultimii banutj niste necuvantatoare - un catcl, un pisoi si un pui de sarpe. 
Pahon locuia intr-un bordei cu tatal sau. Erau saraci, dar sufletisti. De exemplu, vietatile 
rascumparate cu cei trei banuti au fost crescute in bordeiul saracacios: „catelul se facu caine, 
pisicul se facu martan, iar puiul de sarpe era cat o talpa de casa de mare si de gros” 10 . intr-o zi, 
sarpele il roaga sa il duca in Tara Serpilor, in imparatia tatalui sau, sugerandu-i sa ii solicite 
imparatului, drept recompensa, margeaua de sub limba. Piatra (re)aminte§te de mitul 


8 vezi despre Ghenoaie, Scorpie si alti monstri, G. Calinescu, op. cit., pp. 47-55. 

9 vezi Rachi§an, Delia-Anamaria, Status-ul eroului in cautarea vesniciei }i reintoarcerea in lumea cu dor, Simpozionul 
National Constantin Noica, editia a V-a: „Cum e cu putinta ceva nou”, coordonator: Alexandru Surdu, Editie ingrijita de Ovidiu 
G. Grama^i, Mona Mamulea, Bucure§ti, Editura Academiei Romane, 2013, pp. 238-246. 

10 Ion Pop-Reteganul, Povestea lui Pahon, in Povefti ardelenefti, Bucuresti, Editura Minerva, 1986, p. 191. 
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draconitului sau de obiectul magic utilizat in descantece. Se crede ca margeaua sarpelui este 
rotunda, ca o verigheta, gaurita la mijloc, de culoare alba sau galbena si vargata 11 . Exista 
convingerea ca mai mul(i scrpi adunati laolalta au capacitatea de a secreta o piatra 
miraculoasa - mageaua sarpelui; sarpele care inghite piatra respectiva devine balaur; eroul din 
basme care intra in posesia margelei devine nazdravan si tot ceea ce isi doreste se infaptuieste. 
In mod paradoxal, eroul cunoaste limba necuvantatoarelor inainte de a intra in posesia pietrei 
miraculoase. Avand status-ul de initiat, eroul poate dialoga cu necuvantatoarele. Margeaua 
sarpelui il va ajuta sa obtina ceea ce gandeste, ceea ce isi doreste: se va casatori cu fata 
imparatului ( casatoria - functie proppiana), va avea parte de avutie, insa nu si de fericire: 
„fata imparatului, pana era acasa, avea un dragut de arap, care era sluga in curtea 
imparateasca. Dupa ce se marita, fata imparatului, dupa Pahon, ea isi duse si sluga cea de arap 
cu sine si cand nu-i vedea Pahon, se sfatuiau in diferite chipuri impreuna” 12 . in Povestea lui 
Pahon (re)gasim aproape toate functiile proppiene. Actiunile eroului potenteaza latura 
afectiva, altruismul, bunatatea si mai putin lupta propriu-zisa. Lupta este o functie proppiana 
indispensabila oricarui basm. in acest basm, motanul este pregatit de lupta in Tara Soarecilor, 
iar cainele ia atitudine ofensiva in Tara Sobolilor. Lupta nu se da cu palosul. Pahon duce o 
lupta launtrica si in cele din urma se (re)gaseste pe sine. Cand este cazul, impostura (functie 
proppiana) este sanctionata. Eroul aplica pedeapsa (functie proppiana) cuvenita nevestei si 
arapului: „Apoi zise margelei: — Du-i de unde i-ai adus, dar fara curti, numai pe amandoi 
cum sunt acum” 13 . Finalul basmului este atipic. Eroul, avand ca reper experienta sa personala, 
nu mai este adeptul casatoriei. Formula finala apare ca o povata cu rol moralizator, coercitiv: 
„Fata, care se tine mai sus decat tine, nu o lua si de ti-ar da tata-sau cat bine in lume, mai bine 
ramai ca mine” 14 . 

Uneori remarcam tendinta de glisare a basmului inspre alte categorii, de exemplu 
inspre jocul-cantec Ileana $i Fat-Frumos : „Ileana §ade pe o piatra, pe o piatra, pe o piatra. / Si 
i§i pieptana parul balai, parul balai, parul balai. / Si iata vine Vrajitoarea. / Ileana mea poftim 
un mar. / §i iata vine Fat-Frumos. / Si nunta mare au facut” 15 . O variants asemanatoare este 
intalnita si pe meleagurile maramuresene, indiferent de zona ctnografica - Tara Chioarului, 
Tara Codrului, Tara Lapusului, Tara Maramuresului. Jocul-cantec este o manifestare ludica 
frecvent intalnita atat in mediul rural, cat si urban. Acest joc-cantec este indragit de copiii de 
pretutindeni si apare sub diverse denumiri regionale - Ileana Cosanzeana, Ileana §ade pe o 
piatra, Ileana §i Baba-Cloanta : „Ileana §ade pe o piatra, / Pe o piatra, pe o piatra. / §i iaca 
vine Zana Rea / Ileana mea, prime§te-un mar / §i iaca vine Zana Buna/ Ileana mea, de ce-ai 
primit? / Ca marul a fost otravit. / §i iaca pleaca Zana Buna, / Si iaca vine Vrajitoarea. / Ileana 


11 In Tara Maramuresului se porneste de la premisa ca „marjaua d’e zierme” este un obiect real „e faina, gaurita la mijloc”, 
Culegator Delia-Anamaria Rachisan, Infonnatoare: Maria lui Voda, 79 ani, Breb, Jara Maramuresului, 2015; readuce mana 
laptelui: „se bat ziennii cate douazeci-treizeci la un loc ?i sufla acolo §i scot spuma ?i fac margica ziennilor [...]. Ziceau 
babele ca daca cineva lji ia laptele, atunci sa mulgi vaca prin margica aceea ?i se tomne§te vaca”. vezi Pamfil & Maria Biljiu, 
Izvorul fermecat, Baia Mare, Editura Gutinul SRL, 1999, Informatoare: Vlad Maria, Salistea de sus, Para Maramuresului, 76 de 
ani in anul 1997, p. 131; vezi osmoza erou-sarpe-obiect magic in legenda Mihai Viteazul, antologata de V. Adascalijei, in De 
la Dragof-Voda la Cuza-Vodd. Legendepopulace istorice romdnepi, Bucuresti, Editura Minerva, 1988. p. 119; vezi detalii 
despre margeaua sarpelui la Silviu Angelescu, Legenda, Bucuresti, Editura Valahia, Colec^ia „Randuiala”, 2002; vezi relatia 
Sarpe-balaur-margeaua s ar pelui la Delia-Anamaria Rachisan, Mitologia romaneasca $i estetica artei traditionale din 
Maramure§, Bucuresti, Editura Academiei Romane, 2015, pp. 247-286. 

12 Ion Pop-Reteganul, op. cit, p. 195. 

13 Ibidem, p. 197. 

14 Ibidem. 

15 Chipmia, I. C., Problematica jocurilor $i cantecelor de copii, in Folclor romanesc in perspectiva comparata, Editura 
Minerva, Bucuresti 1971, p. 248. 
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mea, s-adormi pe veci. / §i iaca pleaca Vrajitoarea, / Ileana mea s-adormi pe veci. / §i iaca 
vine Fat-Frumos. / Ileana mea treze§te-te! / §i ea pleaca cu Fat-Frumos” 16 . Jocul-cantec pare a 
fi o replica schematizata, minimalizata a basmelor straine mentionate anterior. Analizandu-le, 
prin prisma functiilor proppiene, remarcam asemanari, deosebiri, suprapuneri 17 : 


1. Jocul-cantec - Ileana §i 

2. Basmul - Frumoasa din 

3. Basmul -Alba ca 

Fat-Frumos 

Padurea Adormita 

Zapada (Fratii Grimm) 

(varianta din Maramures) 

(Charles Perrault) 


Functii 

Functii 

Functii 

Z Inselaciunea 

Z Prejudicierea 

Z Iscodirea 

Z Prejudicierea 

Z Remedierea 

Z Divulgarea 

Z Remedierea 

Z Intcrdictia 

Z Prejudicierea 

Z Casatoria 

Z Incalcarea 

Z Vicle§ugul 


interdicjiei 

Z Metamorfozarea 


Z Duplicarea 

Z Multiplicarea 


prejudicierii 

prejudicierii 


Z Remedierea 

Z Reacjia eroului 


Z Casatoria 

Z Salvarea victimei 


Z Triplicarea 

Z Casatoria 


prejudicierii 

Z Reacjia eroului 

Z Salvarea 

Z Pedepsirea 

Z Pedepsirea 


Jocul-cantec mentionat este o replica bagatelizata a celor doua basme. Manifestarea 
ludica se apropie de cele doua basme prin: numarul restrans de functii; personaje benefice 
(Ileana Cosanzeana, Fat-Frumos, Zana Buna); protagonisti malefici (sesizam dublarea 
ipostazei maligne: Zana Rea / Vrajitoarea); actiune redusa; obiecte restranse (marul otravit ca 
„antidar”; in basm, Alba ca Zapada primeste, rand pe rand, trei obiecte otravite: cingatoare, 
pieptene, mar). Jocul de copii se distanteaza de basmele mentionate prin anumite carente: 
formule initiate, mediane, finale; povestitor; schema narativa etc. La nivelul jocului-cantec 
interceptam un joc de-a limbajul axat pe: euritmie; eufonie; sincretism de limbaje - 
ingemanarea limbajului muzical cu limbajul nonverbal (gestul), paralimbajul (accent, 
intonatie, timbru); prezenta figurii retorice - anafora 18 care imprima tonalitate puternica si 
marcheaza trecerea de la o secventa la alta; enumerarea regresiva si progresiva cu efect 
cumulativ; existenta repetitiei pentru a avea garantia ca se va obtine efectul scontat. In 
manifestarea ludica, actiunea graviteaza in jurul protagonistilor principali - Ileana 
Cosanzeana si Fat-Frumos. Ileana Cosanzeana, in functie de categoria folclorica - basme, 
balade, legende, colinde 19 - apare in ipostaze diferite: 


15 Culegator: Delia-Anamaria Rachisan, Informatoare: Maria Coaciului, 76 ani in anul 2009, Fantanele, Tara Lapusului. 

17 vezi Rachisan, Delia, O etnologie a jocului in cultura tradifionala romaneasca. Jocul ca joc. Jocurile de copii , Bucure§ti, 
Editura Moro§an, Editura Detectiv, 2010, pp. 121-142. 

18 vezi detalii despre anafora la Ovidiu Barlea, Poetica folclorica, Editura Univers, Bucure§ti, 1979, pp. 196-198; Adrian 
Fochi, Estetica oralitajii, Editura Minerva, Bucure§ti, 1980, pp. 154-229. 

19 Ileana Cosanzeana are un status aparte in colinde. Uneori herbul cerbului substituie leaganul: „In unele colinde, cerbul 
poarta intre coame un leagan de matase in care o plimba pe Ileana Cosanzeana peste ape, peste lunci, prin paduri adanci, prin 
nori pana-n cer. Iar in alte colinde, cerbul legana in herbul lui chiar pe «Iisus mititel, / Mic infala§el»”, vezi Romulus 
Vulcanescu, Mitologie romdnd, Bucure§ti, Editura Academiei Romane, 1985, p. 510. 
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♦> izotopie astrala - astrul selenar; 

♦♦♦ izotopie antropomorfa - fiinta umana de o frumusete aparte; 

♦> izotopie supraumana - zana. 

Romulus Vulcanescu si Aron Densusianu pornesc de la premisa ca Ileana si 
Cosanzeana intaresc aceea§i idee mitica: „Numele Ileana deriva din numele grec Ilia - sora 
soarelui Ilios, care, primind sufixul -ana a devenit Ilia-ana, iar prin contragere, Ileana, cat §i 
de la numele latin lana sau Diana Iana, sora soarelui la latini §i zci(a a lunii. Iar partea a doua 
a numelui, adica Cosanzeana deriva din tennenul latin consens (= sfatuitor, consider divin), 
titlu particular ce se dadea zeilor de sfat ai Olimpului (in numar de 12), dintre care facea parte 
§i Diana. Din epitetul Iana Consulens sau Iana Consens deriva numele care primeste sufixul - 
ana, Consentiana, iar prin aspirarea lui -t, in Consenzeana, Cosanzeana” 20 . 

Extrapoland, „flacaul frumos” din lumea satului devine, in jocul-cantec si in basm, 
antroponim. Fat-Frumos, eroul principal aflat in slujba umanitatii se remarca datorita 
faptelor; virtutilor fizice si morale. 

Pornirn de la premisa ca manifestarea ludica a parut abia dupa ce copiii au intrat in 
contact cu basmele straine - Charles Perrault, Frumoasa din Padurea Adormita] Frajii 
Grimm, Alba ca Zapada. Jocul-cantec este practicat de copii in casa, afara, inclusiv pe 
perioada nuntii, ceea ce releva functia de initiere premaritala. In basmele mentionate apar 
personaje benefice (Alba ca Zapada, vanatorul, piticii; printul; Frumoasa din Padurea 
Adormita, ursitoarea cea buna) si malefice (mama vitrega / ursitoarea cea rea). Mama vitrega 
din basmul Alba ca Zapada (Fratii Grimm), ursitoarea cea rea din basmul Frumoasa din 
Padurea Adormita (Charles Perrault), neinvitata la ospatul dat in cinstea venirii pe lume a 
printesei, sunt personaje negative care se comporta aidoma unor vrajitoare, aflate sub tutela 
malignului. Acest gen de „mama” 21 , interceptat in universul miraculos al basmului, are 
tendinta de a-i leza afectiv pe cei dragi, de a-i prejudicia de caldura materna. De exemplu, 
mama vitrega, considerandu-se cea mai frumoasa, nu accepta raspunsul oglinzii fermecate. 
Alba ca Zapada, in ochii mamei vitrege, reprezinta o amenintare. Aceasta recurge la fapte 
abominabile - ii cere vanatorului sa o rapuna pe fata nevinovata; se deghizeaza cand in 
batrana, cand in taranca si are asupra ei elemente nefaste, obiecte otravite. Nu intamplator, in 
lumea satului romanesc, un astfel de comportament este sanctionat. Seria terminologies 
conferita mamei vitrege subliniaza acest aspect: „mama de a doua, mama de blana, mama de 
lemn, mama fiastra, mama la salca, mama de scoarja, mama de plop [...]”. In termenii 
autorului Armand Gu(a, mama vitrega este asociata cu salcia pentru ca „lemnul de salcie nu 
incalze§te”; mama de scoarja este „aspra, cum este scoar(a copacului”; mama de plop 
sugereaza noncalitajile: „rece, lipsita de afcctiunc” 22 . Intre functiile si actiunile personajelor 
din basme exista o granita laxa de demarcatie. Constatam ca functiile si actiunile 
protagonistilor interrelationeaza si atunci cand se gliseaza dinspre basme inspre manifestarile 
ludice. 

Articolul, apeland la perspectiva comparativ-analitica, subliniaza interactiunea ce se 
instituie intre protagonisti, actiuni si functiile basmului si releva, totodata, importanta acestor 
universalii, indiferent de apartenenta spatiului cultural. 


20 Romulus Vulcanescu, op. cit., p. 396. 

21 vezi Lazar Saineanu, Ciclul mamei vitrege, m Basmele romcine, Bucuresti, Editura Minerva, 1978, pp. 463-496. 

22 Armand Guta, Mama naturala vs. mama vitrega, in ***Etnologie romdneasca. Folcloristica $i etnomuzicologie, vol. Ill, 
Naperea §i copilaria. Partea a 2-a: Ritualitate postnatala; Copilaria intre ludic fi folcloric; Pedagogie infantila, 
coordonatori: Sabina Ispas, Nicoleta Coatu , Partea a Il-a, Bucure§ti, Editura Academiei Romane, 2012, p. 29. 
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BONDED SHAKESPEARE 

Dragos Avadanei 

Assoc. Prof., PhD, "Al. loan Cuza" University of Iasi 


Abstract:To study Shakespeare’s following as a literaiy influence in the world is next to impossible, 
due to the immense number of writings, in countless languages, published in the past four-hundred 
years. As the title suggests, this paper refers to an intriguing twentieth-century British playwright, 
Edward Bond, who proposes two Shakespeare-related plays, Lear (1971) and Bingo (1973), where the 
great Renaissance bard is not only radically transformed, but also drastically diminished: King Lear 
is re-written in Lear as a systematic and hostile critique of Shakespeare’s masterpiece, full of 
violence, cruelty, aggressiveness..., and “extravagance that is both boring and repellent Bingo, in 
its turn, proposes a revisionist portrait of Shakespeare as a man (in his final days) and an author, a 
denunciation of the great dramatist by an ideologically motivated Marxist-socialist-Brechtian writer. 

Keywords: Shakespeare, Bond, Lear, re-write, Marxism, Brecht 


In the past four hundred years “William Shakespeare” has become the greatest 
literary-cultural phenomenon of all times: his work has been translated into practically all the 
languages of the globe /sic!/; his plays have not only been staged in numberless theaters, but 
were also re-written, adapted, imitated, parodied, turned into operas or ballets, films, cartoons 
and TV series, or accompanied by illustrations and interpreted in paintings and drawings of all 
kinds; millions of essays, research papers, PhD dissertations, book-length critical studies and 
conference proceedings volumes have been published in hundreds of languages; hundreds of 
thousands of actors have become—or have dreamt of becoming—Hamlet or Lady Macbeth, 
Falstaff or Juliet, Lear or Rosalind...; and, closer to our purposes here, countless scholarly 
and fictional biographies have been written, side by side with new ways of “transforming” his 
great plays. 

No wonder then that in 1998 noted Yale critic and professor Harold Bloom published 
a 750-page book titled Shakespeare. The Invention of the Human in which he “reminds” his 
readers that the Complete Works represents a secular scripture from which we derive much of 
our language, our psychology, and our mythology; particularly through his characters 
(Hamlet, Falstaff, Rosalind, Iago, Edmund, Cleopatra, Lear, Juliet...) Shakespeare invented 
something that hadn’t existed before (so one could think of a world before and after 
Shakespeare)—he “invented the human as we continue to know it”; in other words, he 
invented our understanding of ourselves; his plays “are the wheel of our lives, and teach us 
whether we are fools of time, or of our parents, or of ourselves”; some of these claims (may) 
have intrigued some Bloom critics, but one can also notice, in the age of the Internet, that a 
Yahoo “William Shakespeare” search (in September 2015) gives you about twenty-two- 
million results, i.e. one would need about forty-two years of his/her life if he/she decided to 
spend one minute on each site (so forget about anything like two, three..., or ten-twenty... 
minutes); this is more than overwhelming. 
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Our choice here is to focus just on one contemporary author who thought of writing two 
Shakespeare-related plays, in a twentieth-century when the great Elizabethan, after having 
defied generations of critics’ and writers’ expectations, provided the subject of dozens and 
dozens of fictionalizations; we might attempt here a sketchy thematic categorization (with the 
almost useless note that many of them fall into more than one categories): dealing with 
Shakespeare’s youth (Bruce Cook’s Young Will..., Stephanie Cowell’s The Players: A Novel 
of the Young Shakespeare or Bailey MacDonald’s Wicked Will: A Mystery of Young 
Shakespeare) and with his love life (the rather recent Shakespeare in Love by Marc Norman 
and Tom Stoppard, along with Faye Kellerman’s The Quality of Mercy, Lisa M. Klein’s Love 
Disguised , Carolyn Meyer’s Loving Will Shakespeare , Pamela Mingle’s Kissing 
Shakespeare , or Anthony Burgess’s quatro-centenary celebration in his 1964 Nothing Like the 
Sun.. . /beginning of Sonnet 130/); or the poet’s “secret life” (Jude Morgan’s The Secret Life 
of William Shakespeare , J. L. Carrell’s The Shakespeare Secret and the very recent Interred 
with Their Bones by the same); his family (Robert Nye’s Mrs. Shakespeare... , Grace 
Tiffany’s My Lather Had a Daughter: Judith Shakespeare’s Tale or Arliss Ryan’s novel The 
Secret Confession of Anne Shakespeare ...); thriller-type writings (Leonard Tourney’s Time’s 
Look A Mystery of Shakespeare, Lou Handelhand’s Shakespeare Undead or Robert J. Harris’ 
Will Shakespeare and the Pirate’s Fire ...); fantasy tales (Elizabeth Bear’s Hell and Earth... 
and Ink and Steel..., or Ian Doescher’s William Shakespeare’s The Jedi Doth Return and 
William Shakespeare’s The Empire Striketh Back); Shakespeare for children (Gary L. 
Balckwood’s three novels in The Shakespeare Stealer Series or Susan Cooper’s King of 
Shadows) ; fiction based on Shakespeare’s plays (Simon Hawke’s A Mystery of Errors , The 
Slaving of the Shrew , Much Ado About Murder , and The Merchant of Vengeance , Lisa 
Klein’s Ophelia , Lisa Fiedler’s Romeo’s Ex: Rosaline’s Story , Caroline B. Cooney’s Enter 
Three Witches, Grace Tiffany’s Ariel or Alan Gratz’s Something Rotten) ; in relation to his 
contemporaries (M. G. Scarbrook’s The Marlowe Conspiracy , Caryl Brahms and S. J. 
Simon’s No Bed for Bacon or, once again, Anthony Burgess’ A Dead Man in Deptford) ; then 
many other “remakes” by Sarah H. Hoyt, Lore Segal, Jess Winfield, Stanley Wells (one of the 
world’s leading Shakespeare scholars), Pauline Montagna, Melinda Taub, Charlie Lovett, 
Elizabeth Hand, Rory Clements, Henrietta Buchmaster... 

And Edward Bond (b. 1934), the Marxist-socialist “despairing nihilist,” (Billington), 
author of over fifty plays, who, in Lear (1971) and Bingo (1973) sets for himself a double 
target: first, to prove that George Bernard Shaw was wrong in believing that “no man will 
ever write a better tragedy than Lear ” (and Shaw was not alone in this belief); and, second, 
that Shakespeare, first praised by his friend (and rival) Ben Jonson (“Shakespeare was not of 
an age, but for all time”), was far from being the Renaissance Jesus Christ figure of literary 
creativity that Harold Bloom made him to be; we can also remember that in a previous book 
( The Anxiety of Influence , 1973) Bloom had shown that Shakespeare was able to eclipse all 
writers who preceded him and to dominate all writers who have followed him (including 
Bond?—one wonders); but, rather, that Shakespeare was a bourgeois ruthless, cruel, inhuman 
egoist and also an irresponsible drunk. 

So, since Bond seems ambitiously and challengingly derivative, we can ourselves be a 
little more systematic and look at things in a certain order of coherence; the twentieth (and 
twenty-first)-century playwright needed previous “facts” to build on, and these are King Lear 
and Shakespeare’s biography—more particularly, his last months and days. 

The “facts” of and about King Lear are pretty well-known, so we need only summarize 
them with a view to what follows. Completed, in several variants, with significant differences 
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among them, between 1603 and 1606, the play was published in the 1608 and 1619 quartos 
and in the First Folio of 1623; among its sources (see, for instance, Narrative and Dramatic 
Sources of Shakespeare , edited in 1923 in eight volumes by Geoffrey Bullough, with volume 
4 about Lear) are, first, Raphael Holinshed’s 1587 The Chronicles of England, Scotlande, and 
Irelande , itself based upon the twelfth-century Historia Regum Britaniae by Geoffrey of 
Monmouth (about a legendary queen Cordelia of the Britons); then Edmund Spenser’s 1590 
The Fairie Queene and Sir Philip Sidney’s 1590 Arcadia , an anonymous King Leir of 1594(in 
which Shakespeare seems to have performed as an actor), an older fairy tale titled Love Like 
Salt and a Ballad of King Leir and His Three Daughters and others. 

The story Shakespeare borrowed from these many sources is that of an aging kind of 
Britain who decides, before it is too late, to divide his kingdom evenly among his three 
daughters; for which he has the idea of a test, as to how and how much each of them loved 
him: Goneril and Regan provide flattering answers, while the youngest daughter, Cordelia, 
prefers to keep silent; and so, an enraged Lear disowns her, only to gradually discover how 
bad his decision was, as he is betrayed by the two elder daughters; and he slowly grows 
insane so that in the end Shakespeare shows him on the heath in a thunderstorm, accompanied 
by his Fool (who mocks Lear’s misfortune) and his son-in-law Kent. 

There is also a secondary subplot, revolving around the elderly nobleman Gloucester, 
father of Edgar (legitimate son) and Edmund (illegitimate), with the latter tricking him into 
believing Edgar is trying to kill him. Gloucester helps Lear, so Regan and her husband 
Cornwall gouge out his eyes. This is only the first of a series of cruelties, including Cornwall 
being mortally wounded by a servant, Edmund killed by Edgar, the execution of Cordelia (by 
Edmund, Regan and Goneril), Regan poisoned by Goneril—who then kills herself—, 
Gloucester dying off-stage, Lear bearing Cordelia’s corpse in his arms and his own death. 

So, basically, a tragedy about the operations of evil and viciousness (in Goneril, Regan, 
Cornwall, and Edmund), about the ugly and awkward aspects of the human condition, with a 
pathetic old father and king trapped in a violent human environment; so he finally seems to 
have usurped life itself, making a twentieth-century critic (Ian Kott) see him/Shakespeare here 
as a precursor of absurdist theatre (Beckett in particular). 

A very powerful tragedy that, in its turn, has become the “source” of alternative versions, 
adaptations, continuations, retellings and/or re-writes. First among these is Nahum Tate’s 
1681 The History of King Lear , where the important Fool is omitted entirely, Lear and 
Cordelia survive, while Edgar marries the latter. Then, partially based on Shakespeare’s play 
is William Blake’s 1789 poem “Tiriel”; next chronologically is Emile Zola’s 1887 graphically 
violent (and obscene) novel La Terre , on the horror of aging and the tragedy of mental 
reduction; there is also an “Yiddish Queen Lear,” Mirele Efros in 1892 by Jacob Gordin, a 
1991 novel of the American Jane Smiley, A Thousand Acres (a modernized retelling set on a 
farm in Iowa, managed by Larry Cook and his three daughters, in the neighborhood of Harold 
Clark who, like Gloucester, has two sons, Loren and Jess), an absurdist comic novel Fool 
(2009) by Christopher Moore (with a 2014 sequel, The Serpent of Venice) and... 

And Edward Bond’s play Lear , first performed at the Royal Court Theatre in London in 
1971; it comes after his 1965 Saved , where the audience witnesses the stoning of a baby 
onstage, and the 1968 Early Morning , about cannibalism (and not only). In his preface to 
Lear Bond admits: “I write about violence as naturally as Jane Austen wrote about manners”; 
so Lear has been called the most violent drama ever staged; it begins (with two workers 
carrying a dead laborer on stage and with Lear shooting the worker who had caused the man’s 
death) and ends (Lear himself shot dead in the woods by the Farmer’s Son and his body left 
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alone on stage) in violence, as in the author’s Marxist-socialist-Brechtian view the world is a 
violent place, with all governments and all revolutions as violent and alike in their ruthless 
cruelty and disregard of human life; hence the author’s graphic depictions, unflinching 
brutality, savagery, horrors, mutilations and murders onstage and/or offstage; one can only 
wonder if this is catharsis taken to its extreme form; and also remember that there is violence 
in Shakespeare’s plays as well ( Titus Andronicus , Macbeth , Hamlet , Julius CaesarKing 
Lear —see supra) , primarily required and encouraged by Elizabethan and Jacobean audiences 
that reveled in shocking drama (treachery, debauchery, murder, suicide, gore, brutality...); 
but, there is modus in rebus . 

Structured in three acts (seven-plus-seven-plus-four scenes), the play lists fifty-three 
named roles, including generals and other officers, court officials, soldiers, workers, strangers, 
prisoners...; the plot revolves around ancient Britain’s (with modem devices) old King’s 
growth as an individual; at the beginning, the cruel king builds a wall around his kingdom, to 
protect himself and his people and he gradually changes through suffering—betrayed, judged, 
imprisoned, and put in a straight-jacket, his eyes removed “technologically” with a machine 
that sucks out his eyeballs—toward the possibility of compassion and kindness, so in the end 
he is willing to give his own life because of the good it might do to others (he is seen digging 
up his own wall). 

The play’s controlling metaphor is thus this unseen wall, and the audiences (and readers) 
of the early 1970s were most likely invited to remember the cruelties of the second world war, 
the 1956 invasion of Hungary, that of Chechoslovakia in 1968, the same year’s assassinations 
of Martin Luther King and Robert Kennedy, the Cold War years, Socialism and its 
dictatorships in eastern Europe and Asia, the Berlin Wall probably (built in 1961) and, why 
not, Robert Frost’s “Mending Wall” (“Something there is that doesn’t love a wall,” and 
“Good fences make good neighbors,” or “Before I built a wall I’s as to know/ What I was 
walling in or walling out...”). Lear’s meaning is made clear when his two wicked daughters 
reveal their plan to take over the kingdom: “I built my wall against you as well as my other 
enemies”; it stands, otherwise, for political power, isolation, destruction, suffering, prison life 
and death. 

The other important characters are the two evil daughters, Bodice (plotting against her 
father, later sentenced to death by Cordelia and stabbed by soldiers with a bayonet three 
times) and Fontanelle (pokes Bodice’s knitting needles into Warrington’s ears, signs Lear’s 
death warrant, is shot by a soldier and autopsied onstage—authentic Bond signature—, with 
Lear awed by the beauty of the inside of her body as opposed to the hatred and cruelty of her 
character while alive), Lord Warrington/Gloucester (tongue cut out, needles into his ears, 
drowned in the well of the Gravedigger’s Boy and his wife), Cordelia (no longer Lear’s 
daughter, first the pregnant wife of the Gravedigger’s Boy, then that of the Carpenter, raped 
by soldiers, ordering—while in power—the executions of Bodice and Fontanelle and the 
blinding of Lear), the Gravedigger’s Boy’s Ghost (teaches Lear compassion, mauled to death 
/ sic/ by maddened pigs), the Duke of North and the Duke of Cornwall (both imprisoned by 
Cordelia), a Bishop, a Judge, a Councilor... 

So Bond’s modern gloss on King Lear finally turns out to be a systematic and hostile 
critique of Shakespeare’s play, or a Brechtian critique of mid-twentieth-century culture; 
Castillo becomes helpful here: “In Lear , the building tension and the creation of the double 
takes place within the play as part of its action. Before his defeat by his daughters, Lear 
believed himself and his country secure... With his defeat..., the dream /of a polished and 
perfect state/ begins to disintegrate and the king’s character splits into its human and its 
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dehumanized halves. The king withdraws from polite society into a nostalgic green world of 
peace and tranquility as a pig-keeper with the Gravedigger’s Boy and his wife. The 
assassination of the Boy and his transformation into the Ghost that accompanies Lear in his 
later peregrination signals the creation of a dehumanized double, a double that is, moreover, 
neither ontologically stable nor complete...”(pp.79-80) 

This Marxist absolutist’s basic idea is that of Lear (and his people) as a caged animal: 
“There’s an animal in a cage. I must let it out or the earth will be destroyed. There’ll be great 
fires and the water will dry up. All the people will be burned and the wind will blow their 
ashes into huge columns of dust and they’ll go round and round the earth forever! We must let 
it out!” (p.37) Bond’s Lear is a paranoid outcast followed in a journey of self-revelation that 
takes him away from his daughters’ imprisonment, while self-destructive Cordelia becomes 
in the end a Stalinist-type dictator, who takes the old king’s place as a wall-builder; for Bond, 
Lear (his desire to ultimately see is almost immediately followed by his blinding) epitomizes 
all that was best and worst in twentieth-century Western culture; violence, authoritarianism 
and tyranny, aggressiveness... We find it appropriate to end this section about Lear with what 
William Gaskill (also director of Bond’s plays) notices: “Bond seems determined to follow in 
the footsteps of Brecht and impose a dialectical theory on his imagination... ”(in Billington); 
and with Martin Dodsworth’s response to Lear as “an extravagance that is finally both boring 
and repellent.” (in Oxford Illustrated... (p.482) 

Even worse is Bond’s second Shakespeare play, Bingo: Scenes of Money and Death 
(1973), whose misleading title says little about the great Elizabethan’s early and unhappy 
ending; bingo is a game of chance invented in 1929 and played with numbers and cards (more 
recently, even online); the object is that of achieving a specified pattern from the drawn 
number, with the winner calling out “Bingo!” Is this what Mr. Combe tries to do in the play? 
Or Shakespeare himself? (the fortunate player wins if he draws the appropriate numbers 
before the others, not because he was more logical or intelligent). In an interview with the 
Sunday Times, quoted in Hay and Roberts, Bond himself attempts an explanation: “Art has 
very practical consequences. Most ‘cultural appreciation’ ignores this and is no more relevant 
than a game of ‘bingo’ and less honest.” 

Next, in his introduction, Bond cautiously admits that he was “not interested in 
Shakespeare’s true biography”(p.4); so he was interested in Shakespeare’s false biography? 
Anyway, the documented facts that he may have had in view (if not in mind) are there (in 
timelines, diaries, confessions, and biographies, including E. K. Chambers’, that Bond quotes 
in his “Introduction”). 

Here are some of these facts: first, Shakespeare and his family; John Shakespeare was an 
important member of the Stratford community, occupying such positions as chamberlain of 
the borough, alderman and high bailiff, with a mottoed coat of arms granted him and his 
children in 1596; he died at seventy, in 1601, after having been married for forty four years to 
Mary Arden (died in 1608, at sixty-eight). When he returned to Stratford in 1613, Will re¬ 
joined his wife, Anne Hathaway (1555/56-1623)—Stephen Dedalus imagines an adulterous 
Anne in Joyce’s Ulysses —and his two daughters (son Hamnet, Judith’s twin brother, had died 
at eleven, in 1596), Susanna (1583-1649), married to noted physician John Hall, and Judith 
(1585-1662), his wayward daughter, married to vintner Thomas Quiney (whom Shakespeare 
disliked for having brought shame and embarrassment for his family). 

Second, a Shakespeare timeline record how he became a very rich man (and one does not 
expect a Marxist writer to l ik e rich people): in 1597 he bought the second largest home in 
Stratford for sixty pounds (ten fireplaces and two bams); with a few partners, as shareholders, 










74 


Iulian Boldea, Cornel Sigmirean (Editors) 

MULTICULTURAL REPRESENTATIONS. Literature and Discourse as Forms of Dialogue 
Arhipelag XXI Press, Tirgu Mures, 2016 
ISBN: 978-606-8624-16-7 
Section: Literature 


Shakespeare contributed to the building of the Globe Theatre on the south bank of Thames in 
1599; in May 1602, for 320 pounds (a considerable sum at the time) Shakespeare acquired 
107 acres of land from Old Stratford residents William and John Combe, and another cottage; 
Alehin: “The standing of Anne Shakespeare in the town and surrounding districts of Stratford 
continued to increase. The properties owned by her husband would have required servants 
including a gardener /see Bingo /. Her responsibilities as the wife of Shakespeare would have 
substantially increased...”; then, in 1605, Will purchased leases of real estate in the same area 
for 440 pounds, which doubled in value and earned him sixty pounds a year; in 1613 (not in 
1616 as Bond would have it), the Glove was destroyed by fire (to be rebuilt in 1614 and 
finally closed in 1642), and Shakespeare decided to return to Stratford; not long before his 
death, the dramatist participated in the infamous (for Bond, especially) enclosure project, i.e. 
the enclosure of common land by owners of large tracts, which seems to have been disastrous 
for small tenants and the parish’s poor (Bond sees this incident “laced with echoes of King 
Lear’s injustices); this results in local riots and fire raising, with at least one young woman 
hanged (shown onstage by Bond on the gibbet and smelling rancid); peasants wrote to 
Shakespeare asking him for some help, but he did nothing; and Bond again: “His behavior as 
property owner made him closer to Generil than Lear. He supported and benefited from the 
Goneril-society—with its prisons, workhouses, whipping, starvation, mutilation, pulpit- 
hysteria and all the rest of it...”(p.6); the twentieth-century playwright will thus give us a 
conspirator (with other landowners), irresponsible to his society and also dominated by hatred 
and antipathy to his family—a horrible personality. 

Shakespeare’s last act begins in March 1616, when he modifies his will giving most of his 
possessions to Susanna and her husband (also appointed as executors), little going to his wife 
and to Judith (see also Vern Thiessen’s 2005 play Shakespeare’s Will) ; though he began his 
will with “being in perfect health” (at the age of fifty-two!), one remembers him writing, 
some twenty years before, in his Sonnet 66: “Tir’d with all these, for restful death I cry...” 
Less than a month later, “Shakespeare, Drayton and Ben Jonson /just Shakespeare and Jonson 
in Bingo/ had a merry meeting and, it seems, drank too hard, for Shakespeare died of a fever 
there contracted.” (John Ward, the vicar of Stratford, in his notebook of 1665; the same who 
wrote that “in his older days /Shakespeare/ lived at Stratford, and supplied the stage with two 
plays every year, and for it had an allowance so large that he spent at the rate of 1,000 pounds 
a year, as I have heard...”—see A. L. Rouse and the Diary of the Rev. John Ward, Vicar of 
Stratford-upon-Avon, Extending from 1648 to 1679, edited by Charles Severn in 1839). 

In his Bingo , unfair to Shakespeare, Bond chose the worst moments (“scenes”) in 
Shakespeare’s life and highlighted them as the most decisive in order to subvert both the artist 
and the man; to reach his aim, Bond manipulated Shakespeare’s life events, changed names, 
dates and facts (forgetting Marx’s insistence on art as a truthful mirror or reflection of life and 
society), so he could show us a mean landlord, a corrupted person only interested in building 
his fortune and fame, motivated by money and greed, a bourgeois entrepreneur and apolitical 
capitalist, whose reputation is based on a flagrant discrepancy between word and action; also 
a guilt-ridden figure haunted by memories of the cruelty and injustice of his society. 

Among the twelve characters of the play, the depressed, introspective and notably silent 
Shakespeare (“says nothing...,” “kept silent...,” “doesn’t react...”) is accompanied by a 
scolding Judith (who also resents Shakespeare’s treatment of her mother), a brain-damaged 
gardener, a pyromaniacal prostitute, a kind and caring Old Woman/Housekeeper, William 
Combe as a ruthless schemer, a religious zealot (son of the Old Man and Woman), peasant 
workers Jerome,. Wally and Joan, Anne Hathaway/Shakespeare who is never seen onstage— 
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only heard, and Ben Jonson, Shakespeare’s biliously envious drinking buddy at the “Golden 
Cross” road house. 

The play is structured in two parts, of three scenes each, beginning sometime in November 
1615, with Shakespeare in his garden and Combe’s land scheme announced, and rapidly 
moving six months later, with the Young Woman executed (hanging onstage), another violent 
scene of bearbaiting (cruelty to animals) next to the theatre, then Shakespeare and Jonson 
getting drunk in a local hostelry, Shakespeare going out and re-enacting the blasted heath 
scene from King Lear as he sees a girl’s mutilated corpse, then the brooding drunkard getting 
home and completing his will that Judith will be looking for in the last scene, after 
Shakespeare’s suicide (poison pills he took from Jonson). 

Obviously, Bond’s is a revisionist portrait of Shakespeare, made up of a tragic figure 
haunted by images from his London past, showing indifference to his family and generosity 
towards his gardener and a beggar; in fact, a denunciation of the great dramatist, who is 
unable to hold up principles of justice, who “must learn that people have feelings,” (this is 
almost too much to ask of the Renaissance author who “invented the human”), “who ignores 
the people he shares a house with...” (Judith), who is thus selfish and uncaring. And so, our 
“Bonded Shakespeare” is a much lesser Shakespeare than the one almost everyone has kn own 
for four hundred years, drastically diminished in his life and work by an apparently frustrated 
playwright, whose questionable talent seems damagingly controlled by his rigid Marxist 
ideology. 
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ROLE MODELS OF ENTREPRENEURSHIP AND LEADERSHIP IN 

ROMANIAN LITERATURE 


Suzana Carmen Cismas 
Assoc. Prof., PhD, USAMV Bucharest 


Abstract: The comparative literature approaches on rural themes assist better understanding of 
village culture and patterns of leadership and en trepreneurship emerging in such societies. Professors 
should be intensely motivated to widen students ’ horizons with folk heritage and prose masterpieces 
related to reading and discussions of Nobel Prize winners ’ masterpieces. The aims include: cultivating 
students ’predilection and interest towards folk art, towards understanding, valorising, preserving and 
promoting it; cultivating curiosity and interest in the development of intercultural values; fostering 
intercultural communication skills in interpersonal relations; ensuring optimal socio-affective 
educational environment, in what concerns the succession of generations in all relevant activities; 
developing feelings of respect and appreciation towards the traditional values; cultivating behaviours 
and moral conducts that epitomise respect for traditions of others’ local heritage; building will and 
character consistent with traditional values. In USAMV MIEADR we are aware that education can 
ensure the continuity of traditions for future generations. In this respect, my activity complements the 
existing courses of ethnology and folklore, but also the ones on philosophy and intercultural 
education. 

Keywords: rurality, leadership, entrepreneurship, realistic novels, world literature 

Aplecarea spre universul rural e o permanent,;! a oricarei literaturi na(ionale, ilustrata 
de multe exemple: Hardy, Balzac, Zola, Blasco Ibanez, Verga, insa are o pondere mai mare in 
tarilc cu economic predominant agrara, unde se cristalizeaza in curent literar independent. 
Coloratura specified deriva atat din particularitatile naponalc cat §i din temperamentul §i 
crezul individual al scriitorilor. O constatare se impune: scriitorii strict poporanisti nu au dat 
opere de valoare, in timp ce marii autori se elibereaza de constrangerile curentului §i de 
limitele lui conceptuale, aratand ca, in spapul rural atata vreme neglijat, valorile esentiale, 
tipologiile diverse §i complexe, tragediile zguduitoare, insu§irile morale §i artistice superioare 
§i traditiile nu sunt cu nimic inferioare celor din spapul citadin, sursa de inspiratio predilecta a 
modernistilor. Se demoleaza astfel prejudecata ca satul ar fi neinteresant §i increment in 
tiparele patriarhale, inadeevat pentru drame contemporane. 

Personajele apar de la inceput in plin zbucium sufletesc, iar autorii au indicia estetica 
de a nu face lungi pregatiri ale intrigii si de a nu explica redundant ceea ce conflictul in sine 
nu poate reprezenta. Daca la Rebreanu finalul e momentul maxim al intensitapi dramatice si 
se lipscstc de clarificari ulterioare, la polonezul Reymont situapa e diferita, inclinind spre o 
cantare a naturii care a invadat pamanturile, ocolind cu grija ce-a mai ramas din civilizat,ia 
urbana apusa. Ambii autori isi pun protagoni§tii, lideri ai comunita|ii lor, in situa|ii limita care 
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rastoarna cxi sterna obisnuita, observand oameni blajini in momente de manie sau brutalitate 
necaracteristice si construind riguros tensiunea dramatica. Din familiaritatea prozatorilor cu 
universul rural (mentalitate, limbaj, gesturi caracteristice, situa^ii reprezentative, detalii 
sugestive) izvorastc unitatea de atmosfera si maniera a prezentarii (aranilor, impresia ca avem 
de-a face cu detalii dintr-o fresca omogena, in timp ce nuvelele din lumea orasului raman, 
iremediabil, schite citadine independente, nu un tablou unitar. 

O trasatura care-i une§te romancierii rurali e perspectiva sociala similara din care 
abordeaza realul. Arta lor e in primul rand un document sociologic, nu din vreo intense 
programatica, ci din alegerea instinctiva a unghiului din care contempla lumea in narapuni de 
cuprindere larga a mai multor medii prin rezumarea unor destine nefericite dar nu excep¬ 
tional. Dincolo de aparentc, la scrierile cu subiect (arancsc, exista o intrepatrundere intre 
parfumul trecutului, atemporalitatea rurala §i modernitatea in construct^ §i in abordarea 
problemelor contemporane acute, adresandu-se in acccasi masura lectorului rafinat si 
publicului obi§nuit. Orizontul rural nu exclude anumite categorii de cititori, preferandu-i pe 
altii. 

Prin Rebreanu si Reymont, variantele romana §i poloneza ale acestei tipologii de lider 
rural prezinta surprinzatoare asemanari, cu atat mai mult cu cat fundalul rustic pe care sunt 
proiectate siluetele personajelor are multe elemente comune, care parca se evoca unele pe 
altele, asemanandu-se sau completandu-se; de§i e vorba de alta tara si sensibil alte obiceiuri, 
incercam, ca cititori, un sentiment de acasa, in nici un caz nu ne simtim straini, ci mai 
degraba ne integram cu usurinta unei ambianl,c familiare §i unei lumi caracterizate prin 
harnicie, spirit gospodaresc, dragoste de pamant, sete de lumina si dreptate, avand o 
stratificare sociala similara celei romane§ti, in simbioza atemporala cu natura prin ritmicitatea 
muncilor §i stereotipia lor in conformitate cu anotimpurile. Autorii sunt lega^i emotional §i 
biogralrc de taran, iar ca arti§ti au considerat ca-si indeplinesc o datorie de onoare zugravindu- 
i viata pe care i-au cunoscut-o atat de bine si spre care s-au aplecat cu deosebire, pentru ca in 
ea au vazut izvorul energiilor nationale si sursa unor creatii artistice perene prin realismul 
curgerii tumultoase a existentei. Reymont comunica implicit ceea ce Rebreanu afirma expli¬ 
cit: sentimentul de continuitate cu „stramo§ul meu §i-al unora dintre dumneavoastra, intr-un 
sens mai larg stramo§ul tuturor: taranul“. Protestul social e evident, prin conturarea mi- 
nutioasa a paradoxul conditiei taranului: cel mai umil individ, dar reprezentantul unei clase 
puternice, indelung oprimate, sarac §i slab, insa darz §i hotarat, hranind si imbogatind din 
munca §i suferintele lui pe asupritori, in timp ce el pare destinat a ramane vesnic un 
dczmostenit. Romanele rurale sunt un imn inchinat taranului, fortei, muncii §i rabdarii lui, o 
cantare sobra §i aspra ca si viata pe care o duce, izvorand din preaplin sufletesc §i constiinta 
artistica inalta, un protest cu tonuri de tristete §i accente critice dure, protest simplu §i direct, 
ca o lacrima amara ce curge pe un obraz de piatra, lierbintc §i sticloasa, pastrand inca in ea 
lucirea ambigua - durere sau indarjire? - din privirea pe care o umbrise pana de curand. In 
jurul contrastului fundamental rural-citadin graviteaza aproape toate operele, iar convingerea 
comuna e ca taranul reprezinta esenta neamului §i e pastratorul spiritului national. Rebreanu 
spune ca, de fapt, taranul n-are un nume generic, pentru ca nu e o grupare aparte, ci e poporul 
insusi, romanul tipic. La sat omul a ramas el insu§i, consecvent cu valorile lui, sub povara 
valurilor succesive de asupritori, in timp ce orascanul s-a plecat in fata tuturor. Bucuriile, 
tristetile, pasiunile, muncile, totul e atemporal §i etern in universul rural, pe cand acclcasi 
sentimente §i realizari umane stau la oras sub semnul efemerului. E demn de subliniat cum 
creatorii intuiesc si redau un adevar fundamental: patima taranului are in ea demnitate, forta, 
sete de viata, dcclanscaza o schimbare, pe cand patima ora§eanului il coboara pe scara morala 
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§i are un caracter static; simpla schimbare de fundal §i context social rea§aza acelea§i motive 
intr-o alta perspectiva, consecinta fiind ca cititorul le va evalua etic diferit. Crezul comun al 
romancierilor rurali e insa ca emanciparea sateanului a fost facuta de ora§eni. 

Din punct de vedere istoric, sateanul este piatra de temelie a (arii, in viziunea 
prozatorilor rurali reali§ti. Supravieprirea napunii in furtunile evenimentelor, puterea de 
regenerare §i unificare a patriei lui i se datoreaza, el reprezinta, paradoxal, si batranejea si 
tinerctca. §i romanii §i polonezii, in epoca respective, sunt un neam de tarani, forta napunii 
depinzand precumpanitor de resursele lor morale, spirituale si combative. Daca in evolupa 
altor popoare taranimca a avut un rol secundar, pentru noi si vecinii no§tri ea e cscnta napo- 
nala pura si eterna. Cele doua lari au rabdat jug asupritor strain, fiind obiectul poftelor 
neamurilor creatoare de mare cultura sau distrugatoare de mare cultura, care au modi Heat 
granite, dar n-au putut altera fundamental sufletul poporului pastrat la sate, in umbra istoriei. 
Rebreanu §i Reymont ii contureaza pe (arani, cu defectele §i calitaple lor, ca argument viu 
suprem al autohtoniei. Ion si Antek nu pot concepe sa paraseasca satul ori sa piece pe pamant 
strain. Taranul e tezaurul national: cel mai mare potenpal creator, cea mai mare capacitate de 
conservare a limbii, a crcdintci si a vetrei stramo§e§ti. El e intruchiparea tuturor virtualitatilor 
§i energiilor. Din randurile lui s-au ridicat boierii patriop §i ligurile eroice care au luptat 
pentru apararea larii, tot el a fost o§teanul, el a fost constanta in raport cu care cei ratacip ori 
in Iranti s-au regasit (ca fratele mosicrului din Tdranii), tot el va deveni muncitorul de la oras, 
baza civilizaliei moderne, a§a cum a fost, veacuri de-a randul, fundamentul civilizaliei rurale 
arhaice. Nici sateanul polonez nici cel roman nu se intovarasese cu strainii. Sunt tolcranp §i se 
ajuta, daca sunt oameni de omenie, insa in rest raman ca uleiul si apa. N-au dorit niciodata sa 
stapaneasca ceva ce nu le apartinca, dar nici n-au cedat ce era al lor, alungandu-i in fonne 
violente pe venetici. Relajiile interumane decurg in limitele normalului si evoluliile lor nu 
sunt determinate de apartenenta etnica, ci de cal i tali I c §i defectele umane inerente fiecaruia. 

Ambii autori arata ca, in majoritatea timpului, atitudinea caracteristica a jaranilor e 
resemnarea, dublata de crcdinta in Dumnezeu, mai accentuata la eroii reymontieni. La 
inceputul romanelor, satenii sunt aratap ca purtand povara grcutaplor, asumandu-§i destinul 
care i-a harazit sa munceasca sisific pamantul fara a se bucura deplin de rodul lui. E drept ca 
par a se fi impacat cu aceasta soarta grea si injusta, straduindu-se sa supraviejuiasca §i sa-si 
pastreze demnitatea, insa Reymont §i Rebreanu arata, in momentele cheie ale operelor lor, 
energiile si revolta care clocotesc sub lespedea acestei resemnari. O rabdare nemasurata ii 
caracterizeaza. Autorii pun in lumina cu sarcasm un paradox al situapei taranului: e portretizat 
ca lene§ si lipsit de simpre tocmai de catre exploatatorii lui dintotdeauna, care percep in acest 
mod deformat capacitatea sa de a indura, si care, deliberat, tree cu vederea faptul ca (aranul nu 
poate avea tragere de inima daca lucreaza doar pentru alpi §i e pnut mereu in intuneric. 
Refuzul de a-i imbogap pe stapani din truda proprie se oglindestc in ritmul muncii §i devine o 
modalitate de autoaparare pentru jaran, nu e lene degradanta. Daca la Reymont exista o vaga 
idee conform careia cei saraci sunt a§a si datorita lenei, Rebreanu demoleaza aceasta pre- 
judecata, aratand ca (aranul munccpc pentru alpi fara rasplata, fara speranta, fara bucurii; e 
sarac pentru ca lumea e intocmita stramb, iar incetineala muncii, cand si daca exista, e o 
reaepe normala, care vine din descurajare. 

Jaranii polonezi si romani se inchid in saracie ca intr-o carapace §i devin incrancenap, 
violenp, greu de abordat §i aproape de neintclcs. Pe de alta parte, insa, lipsurile ii fac solidari. 
Lupta impreuna ca un organism urias impotriva mopcrului, fura impreuna de la cei bogap, au 
acccasi bucurie in priviri §i acclcap ganduri cand reimpart averile acumulate de alpi din 
munca lor. Rebreanu §i Reymont creeaza personaje care se ridica §i coboara prin propriile 
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cal itat,i ori defecte; lotusi ambii romancieri exprimS implicit ideea cS, dacS au limite, (aranii le 
au din cauza obscuritSpi culturale si a sSrSciei. 

Momentele de agresivitate apar cand e amen in tat pSmantul, fie din perspectiva averii 
personale, fie din cea a interesului national, dar si Rebreanu §i Reymont aratS ca, pe langS 
aceste izbueniri indreptSpte, exists in universul rural un fond de violent primarS latentS, care 
se manifests chiar si in familie (cruzimea lui Vasile Baciu cand o bate pe Ana, infruntarea 
dintre tatS si fiu pentru avere, in care Maciej §i Antek Boryna nu mai simt decat urS unul fa|a 
de altul §i sunt gata sS se omoare). Individual (prin prim-planuri: Ion, Antek, Vasile Baciu, 
Maciej Boryna) sau colectiv (rSscoala ori lupta pentru pSdure), oricum ar fi prezentap, taranii 
sunt un amestec straniu de candoare, cura(cnie sufleteascS, violcnta, sirctcnic si patimS. 

Prozatorii reali§ti folosesc o tehnicS similarS in prezentarea sufletului contradictoriu, 
plin de intortocheri ciudate, al taranului. Se consemneaza in principal aepunile personajului, 
nu si detaliile mecanismului afectiv ori procesul profund al gandirii. Vocea auctorialS se 
abtinc de la comentarea caracterelor, conturandu-le doar prin lumini §i umbre, inregistrand 
cinematografic aepunea. Toate personajele rurale au o reciprocS dependents care ii leagS panS 
aproape sS-i incStusczc. Nici unul din oamenii inlapsap in roman nu trSie§te o viapl distinctS, 
individuals. Top sunt strans unip §i se completeazS ca pSrple unui acela§i urias organism. 
Eroul principal al epopeei este in realitate satul. Ceilalfi, indivizii, sunt doar pSrp constitutive 
ale unui tot §i dobandesc, prin chiar aceastS calitate, caracterul de tipuri care rezumS viata 
generapilor precedente. Franturile de ganduri §i decizii ale fiecSrui individ se ciocnesc §i se 
contopesc intr-o hotSrare colectivS. SingurState §i izolare nu exists, asa cum nu exists fuga din 
fa^a unor probleme nerezolvate incS; tSranul face fatS deschis greutStilor si nu-§i permite 
rSgazuri de rStScire, fiindcS nimeni nu munce§te in locul lui pentru supraviepiirea sa. Viata 
satului e croitS in asa fel incat omul nu se poate ascunde de ceilati §i nici nu poate opri pStrun- 
derea, uneori violentS, a altora in viata proprie. Dependenta reciprocS a tSranilor vine din 
modalitatea colectivS de a gandi, din interesele comune (lucrSri agricole, posibilitatea de a 
mai obtine pSmant), din caracterul complementar al muncii fiecSruia (tSran, morar, fierar, 
invStStor, preot), §i e in stransS legSturS cu solidaritatea lor in fata pericolelor §i sSrSciei. In 
plus, profilurile individual de care pomenea Rebreanu nu rezumS doar permanentele 
trecutului, ci si mentalitSti tipice din satul contemporan autorilor: Ion e patima pentru pSmant, 
Hanka e femeia care continuS dernn, ca o luptStoare care invinge in cele din urmS, renSscand 
din cenusa dragostei umilite; Maciej Boryna si Vasile Baciu sunt pSrinfii, generapa in varstS, 
care nu renuntS la ogor, pentru cS asta ar insemna sSrScie, umilintS, sfarptul independentei, 
practic moartea socials, dacS nu chiar fizicS. 

Viata ruralS se organizeazS confonn succesiunii anotimpurilor. Fiecare an seamSnS cu 
ccilahi, inscriindu-se intr-un tipar temporal etem, care ii dS tSranului o aureolS miticS, o 
valoare simbolicS, emblematicS si il prezintS ca pe un factor de permanents. Ion - nume atat 
de rSspandit, incat a ajuns aproape substantiv comun, denumind o clasS socials - e un 
personaj generic §i e pus intr-o situate clasicS, tipicS: sSrac, n-are altS §ansS decat sS asculte 
glasul pSmantului, apoi nu poate inSbup glasul iubirii. RSscoala e §i ea o atitudine specifics a 
tSranului hnpilat. Cartea lui Reymont se structureazS in patru volume, fiecare arStand un 
anotimp, cu muncile si atitudinile umane inerente lui. AlSturi de curgerea timpului istoric, 
romancierii consemneazS integrarea personajelor in cercul temporal etern al interacliunii 
mitice cu pSmantul. Traiul pe douS coordonate ale timpului explicS o parte din particularitStile 
eroilor: rSbdarea, rezistenta, resemnarea, caracterul peren al creapei lor estetice, nesecata 
putere de muncS, sentimentul datoriei fatS de glie §i neam. MSiestria romancierilor constS in 
aceea cS au creat caractere deopotrivS tipice si particular-individuale, independente, dar §i 
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parti conectate ale unui intreg, rezumand rcacfiilc unui grup social, concret istorice, dar si 
generice si eteme in acelap timp. E un alt paradox al taranului, pe care scriitorii il ilustreaza 
magistral: pendularea intre acum si dintotdeauna. 

Rebreanu vorbepe astfel despre personajele reymontiene: „Jaranii lui sunt construifi 
din materiale foarte dure, conturafi parca cu toporul. Cand ni-i arata in colibele lor, fac 
impresia ca de-abia se pot mi§ca sau ca rnereu se izbesc cu capul de tavanele prea joase. Afara 
insa, in aer liber, taranii lui au mi§cari gigantice, umbla ca nipe colop, se exprima vcsnic in 
limba veritabila si frumoasa a (aranului polonez care se pare ca a pastrat intr-insa gustul 
pamantului ca p limba taranilor nopri“. Tot statura uriasa au si eroii rebrenieni p nici ei nu 
pot fi ingradip de limitele comune. Sunt inalp, bine legap, ca Petre Petre, Ion p Mateusz, 
Antek ori Maciej Boryna; degaja o impresie de forta p agilitate, de autoritate p energie. 
Munca si lupta pentru dreptul lor i-a asprit. Sunt in mod natural liderii grupului in care se afla: 
de Ion asculta ccilalp flacai din sat, iar pentru asta George il pizmuiepe, Petre da tonul 
acpunilor mulpmii, Antek ramane punctul de reper pe care il cauta top cand Boryna zace 
dupa bataia pentru padure. Inclcstarca intre doua forte sensibil egale produce descarcarea urii 
p conduce la un final amiabil (lupta lui Mateusz cu Antek, din care primul e batut rau, cu 
coastele rupte, luat pe sus si aruncat in iazul morii, culmea ofensei pentru un flacau asa de 
zdravan; motivul era Jagna; dar ura nu va persista p ei vor redeveni prieteni). 

Cat privcstc contopirea cu pamantul etem, dincolo de viafa si de neant, nici unui din 
scriitori nu-si arata eroii dornici sa se intoarca prin rnoarte in pamant, ci le reliefeaza 
extraordinara for (a vitala, de regenerare si progres, conform careia ei vor sa-1 cultive, sa-1 
supuna vointci lor. De fapt (aranii se tern de fenomenul enigmatic al mortii (Ana, Kuba, 
Agata), iar cand pa§esc dincolo de cxistcnta parca s-ar semana pe ei insip in tarana, a§a cum 
rnoare Boryna, cu fata la pamant §i cu bratclc deschise, parca imbra(i§andu-l. 

Important sociala (privilegii si datorii) pe care o are personajul in sat e in funcpc de 
avere. In raport direct cu aceasta, el participa §i la acfiunca romanului, mult mai mult spafiu 
narativ acordandu-se gospodarilor decat clacasilor. Gospodarul e cel care poseda multe loturi, 
e privit cu respect §i interes de ccilalti, e ascultat, i se prefuiesc inteligenfa, munca, spiritul 
practic, oamenii ii cauta prietenia §i sfatul. In biserica sta la loc de cinste, in fafa, langa altar, 
pe cand saracii stau aproape de icprc. Maciej Boryna, spre exemplu, gospodarul de frunte, are 
cuvantul hotarator in disputa dintre tarani §i boier. Sfatul satului ii incredintcaza conducerea 
mulfimii in imprejurari critice: mosicrul vanduse padurea la care aveau drept si (aranii. Cei 
bogafi sunt socotifi si cei mai in(elcpti, iar cei fara pamant, slugile §i cersctorii nu au dreptul 
sa-p spuna parerea in sfatul obpesc ori sa ocupe locuri de frunte la carciuma sau la slujba. 
Bogafii nu mananca odata cu argali i, pe care ii privesc cu un disprct ingaduitor (ca in 
romanele Avanpostul de Prus sau Select de Titus Popovici). Comportarea bogafilor e unitate de 
masura in plan etic pentru cei nevoiap: argafii Kuba p Pietrek se straduiesc adesea sa imite 
fermitatea p vorba ponderata din conduita lui Maciej Boryna. §i cei bogafi p cei saraci iubesc 
cu patima pamantul. El e sursa bunastarii materiale p a prestigiului in strati ficarca rurala. 
Posesia lui regizeaza desfa§urarea intregii vicfi sociale, duce la drame p tragedii, la conflicte 
violente, care consuma uria§e energii afective p materiale. Cei bogafi sunt mandri ca sunt 
fruntea satului p-p pazesc mopa cu strainicic, neamestecandu-se cu cei mai saraci. Au un 
ascendent fa|a de cei fara avere, a caror comportare e sfioasa p umila, ca a Agatei ori a 
Glanctasului. Pentru ca le da intaietate in ierarhia satului, averea determina in mintea 
posesorilor ei o supraestimare a insuprilor personale, ce evolueaza de la siguranta de sine la 
trufie. Scriitorul roman e mai aproape de adevar, aratand ca daca e bogat, personajul nu e 
neaparat p inteligent, demn de stima ori liderul comunitapi, ca in cazul lui Vasile Baciu, 
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despre care top cred ca patima pentru pahar nu-i face cinste. Fara pamant nimeni nu e luat in 
seama, oricate cal i tap ar avea: Ion e muncitor, gospodar, mandru, voinic, islet,, dar, pentru ca e 
sarac, e jignit de viitorul socru, care ii spune ca ii trebuie ca ginere un om cumsecade, nu o 
fleandura, nu un talhar ca el, pe care-1 va sili sa nu se mai apropie de fata lui. 

Pamantul e catalizator. Scoate la iveala tot ce-i bun si tot ce-i rau in taran: harnicie, putere de 
munca, devotament, perseveren(a, dragoste de via(a, integrare armonioasa in natura, voint,a de 
a invinge, puritate §i frumusct,c spirituals vizibila in obiceiuri legate de cultivarea lui sau de 
stransul roadelor, dar si darzenie, ranchiuna, firetenie, agresivitate, dor in (a patimasa de 
razbunare, uitarea omeniei elementare fat,a de familie si aproape. Exista o fort,a mai presus de 
ei care ii face capabili sa-i oblige pe ceilalfi (boier sau consatean instarit) sa li-1 vanda ori sa 
li-1 dea pur si simplu ((aranii reymontieni il conving pe mo§ier sa le vanda lor pamantul, iar 
Ion il fort,caza pe Vasile Baciu prin insclarca Anei). Oricat de rai ar fi insa, nu ajung la cru- 
zimea lui Buteau din romanul zolist. Taranul e o impletire de alb si negru din punct de vedere 
moral, iar factorul economic dezvolta nistc insusiri deja existente in caracterul lui. Chestiune 
de suprema important in viat,a, ogorul ii face pe (arani suspiciosi. N-au incredere in mosicr, 
in notar, in ministru ori judecator, nici macar in consateni. Patima pentru pamant nu e o 
banala sete de bogape, ci se implete§te cu dorin(a ancestrala a taranului de a fi tratat demn de 
catre ceilalp si de a trai normal, nu intr-o saracie subumana. De aceea i§i spune Ion „trebuie s- 
o iau pe Ana... trebuie“, si tot de aceea (aranul reymontian cugeta ca mosicrii sunt ca lupii 
care stapanesc tot imprejurul gospodariei lui tot mai mici §i mai greu de dus pe zi ce trece; 
cercul se strange mereu, iar omul fara pamant simte ca parca n-ar avea picioare si nu ar putea 
ajunge nicaieri. Fire§te, cu unele retu§uri, ideea de baza e ca valoarea socio-umana a 
personajului e data de avere: e§ti cat ai. De aceea calculele sentimentale §i matrimoniale 
pomesc de la ideea extinderii loturilor si rotunjirii averii. Batran si atat de bogat, urmand sa se 
insoare cu Jagna, de departe cea mai frumoasa fata din sat, cu avere considerabila, Maciej 
Boryna se gande§te totusi cu precadere la terenurile bune din zestrea viitoarei sofi i, care, 
situate chiar langa ale sale, i-ar mari avutul. §i dragostea §i casatoria urmeaza mecanismul 
asocierii si redistribuirii pamantului. De aceea si in satul rebrenian si in cel reymontian exista 
regula nescrisa conform careia personajul e bine sa stea cu cei de o seama cu el, pentru ca 
legaturile dintre polii opu§i ai acestei ierarhii genereaza tragedii (Ion, Ana, Florica, George, 
Szymek §i Dominikowa - mama sa); e bine sa stavilesti sentimentele care se opun calculelor 
fimeiare. Lupta pentru pamant e lupta pentru existen(a. Cei instarip vor tot mai mult, cei 
sannani ceva, oricat, pu(inul care sa le asigure traiul si respectul. Incle§tarea pentru a-1 obtinc 
e generatoarea majorita(ii evenimentelor din lumea rurala, pe care autorii le urmaresc atat in 
plan general, social, cat si in oglinda, in universul limitat al familiei. Aceasta alternare de 
unghiuri in observarea acclciap probleme ni-i arata pe cei doi creatori ca maestri ai contra- 
punctului, care se debaraseaza in mod realist de orice comentariu. In cadrul restrans al 
familiei, patima pamantului imbraca de cele mai multe ori forma unui conflict intre general) i. 
Autoritatea lui pater familiae e contestata de flii insurap care vor sa preia conducerea §i 
privilegiile ce decurg din aceasta. Tinerii se plang de inferioritatea in care sunt tinup in 
virtutea traditiei. Impulsivitatea varstei lor condamna incetineala batranilor in a lua hotarari. 
Cred ca sunt persccuta(i de cei varstnici §i se revolta impotriva lor. La randul lor, ceilalp nu 
rcnunpl de buna voie la autoritatea pe care o au, cata vreme mai pot munci. Sunt si ei 
indaratnici, pentru ca alpi care au cedat au sfarfit trist, copiii nu i-au ingrijit, iar ei s-au stins in 
mizerie §i uitare. Oamenii se abrutizeaza, luptandu-se pe via(a §i pe moarte cu parinpi, firapi 
ori socrii, pentru pamant: Ion cu tatal Anei, Antek cu tatal sau, Szymek cu propria mama ori 
ginerele cu socrul sau, Bartek, pe care-1 bate cu ura si disperare dupa o jumatate de an de 
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cearta fara rezultatul sperat - obtincrca loturilor; tot satul se mira de ticalosia la care s-a ajuns 
cand preotul se duce la omul in agonie, insa astfel de lupte vor continua. Pasiunea pentru 
pamant inllucntcaza cvolupa psihologica, adesea exacerband patologic unele laturi caracte- 
riale specifice: lacomia, agresivitatea, ori tending patima§a de a-§i pastra §i spori averea prin 
orice mijloace. Conflictul intre (aranii cu pamant §i cei fara pamant e consemnat indirect la 
Reymont §i direct la Rebreanu. In interiorul familiei ori in afara ei, toate starile tensionate se 
rezolva in favoarea celor avufi, chiar in dauna propriilor copii, mai curand alungafi §i 
dczmostcniti decat pu§i in drepturile lor inainte de moartea parintilor. 

Tot pamantul, insa, e cel care-1 umanizeaza pe taran, il ridica la o demnitate demi- 
urgica in procesul muncii. Dragostea pe care i-o poarta omul din popor e covarsitoarc §i 
naturala, caci nu-1 prive§te ca pe un obiect de exploatare, ci ca pe o fiinfa vie, fa|a de care 
nutre§te un sentiment straniu de adoratic si teama. In acest context, nici Rebreanu, nici 
Reymont nu se pot abtine sa nu prezinte, fara insa a insista, poza hieratica a (aranului in fafa 
ogorului pe care-1 stapane§te §i caruia i se dedica, dandu-i si ultimul strop de vlaga, §i pe care 
il saruta sau il imbratpcaza patimas cu privirea. La personajul reymontian sentimentul 
identificarii cu natura e un resort suplimentar al acestei atitudini. Pamantul e rostul de a fi al 
sateanului §i are un glas auzit si intclcs numai de cel care-1 munce§te. Oamenii il lucreaza cu 
frenezie, cu disperare. Taranul se inllge in pamantul lui precum copacul. Pamantul e tragedia 
sau fericirea pentru individ, dar §i pentru colectivitate. El seamana discordii §i dezbinari, dar 
tot el ii coalizeaza pe sateni, ii solidarizeaza in lupta pentru un scop comun. Buni sau rai din 
cauza dramelor anonime dar intense pe care le traiesc, oamenii sunt solidari si milostivi. 

Reymont analizeaza problema doar din perspectiva taran ului, in timp ce Rebreanu o 
reflecta in oglinzi multiple: parerea avocatului, mo§ierului, arendasului, ziaristului, 
ora§eanului etc. In satul polonez oamenii discuta despre ce scrie la gazeta, anume ca nimeni 
nu traicstc asa greu ca ei: mosicrul fi-e stapan, popa fi-e stapan, slujba§ul fi-e stapan §i nu-fi 
ramane decat sa le munce§ti tuturor, sa le faci temenele §i sa mori de foame. Satenilor nu le 
mai ajunge cat au. Peste pul,in timp o sa ramana doar cate o brazda de om, in timp ce boierul 
are mai mult decat ar avea doua sate impreuna. Jaranul a fost condamnat la o existenfa 
aproape vegetala veacuri de-a randul, o viafa de chinuri §i umilinfe, pe care numai el o putea 
indura, indaratnicindu-se in rabdare, fiind inceputul si sfar§itul pentru neamul sau, constanta 
care a pastrat fiinfa nationals §i glia, in timp ce bogatii §i ora§enii plecau primii, luand cu ei 
aurul care le asigura, oriunde, aceea§i viafa de blcsug. Arenda§ul pleaca la inceputul 
tulburarilor, de nevoie. Jaranul nu pleaca nici de voie, nici de nevoie; smuls de pe ogorul lui, 
ar fi ca un arbore dezradacinat. 

Patima ancestrala pentru pamant e inlati^ata de cei doi romancieri folosind aceea§i 
tehnica: ilustrarea la nivel individual, prin personaje memorabile, de o deosebita fori,a vitala §i 
expresivitate (Ion, Antek, Maciej Boryna, Vasile Baciu), la care se adauga analiza mental ita(ii 
generafiilor in conflict, pentru ca apoi, la un ultim nivel, sa se renunfe la investigarea acestei 
probleme in atmosfera pasnica, ea fiind reliefata in context violent §i colectiv (lupta pentru 
padure a taranilor reymontieni, rascoala taranilor rebrenieni). Se remarca indiscutabil o 
gradare a largirii orizontului, o viziune care, pe masura ce se deschide, se §i generalizeaza. 
Nici unul dintre scriitori nu precizeaza concret momentul istoric exact al acfiunii, 
concentrandu-se asupra trasaturilor de baza ale (aranilor §i asupra caracteristicilor luptei lor. 
De aici se degaja o puternica impresie de pcrmanenta, atemporalitate §i generalitate a 
semnificafiei. Jaranii i§i poarta dusmania sub haina umilintci ancestrale, a glasului supus §i a 
atitudinii docile. 
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Romancierii recurg la modalitatea artistica de a caracteriza eroul colectiv prin 
intennediul gandurilor unui personaj individual situat in afara scenei concrete a revoltei 
(arenda§ul Ilie Rogojinaru, mosicrul, notarul reymontian ori pretorul). Deci revolta §i 
conseckpele ei prilejuiesc o rotire de medii. Rebreanu §i Reymont folosesc procedee comune 
de caracterizare. Modalitatea obisnuita e convcrsapa, fara ca vreun personaj sa iasa clar §i 
irevocabil definit din discupa purtata de mai mulp in§i. Impresiile se suprapun, conturand in 
perspective eroul. Autorii exploreaza prezenja eroului colectiv la diferite niveluri, pornind de 
la cel de baza, unde masele sunt vazute ca un personaj cu suflet obscur, cu procese de inte- 
ligcnta si vointa incete, in care de§teptaciunea e inlocuita cu viclenia §i umorul sinistru, pana 
la treapta superioara unde gloata nu mai are, in dezlanpiirea ei, ceva peiorativ, ci e un simbol 
al energiei §i setei de dreptate a poporului. La fel de impulsivi ca jaranii polonezi, cei romani 
par, totu§i, mai incordap §i mai concentrap in goana lor dupa pamant, cu mi scar i suflete§ti 
mai pupn lejere, ce se desfasoara pe suprafe(e mai reduse. 

Eroul colectiv raponcaza intr-un fel aparte, prezentat similar cu o extraordinary intuipc 
de cei doi scriitori. Gandurile circula de la individ la individ. Fiecare reia §i cantarcstc ce s-a 
spus anterior, iar succesiunea replicilor reda procesul cejos §i gradat in urma caruia se iau 
deciziile. Mintea e o scena pe care se lupta diverse idei §i intcnpi. Rebreanu si Reymont 
extind aceata scena cand redau elaborarea ideilor eroului colectiv, punand cate un personaj sa 
exprime succesiv cate una din atitudinile acestei lupte. In consccinpt, dramatismul create §i 
din punct de vedere al construcpci, scena se articuleaza mai bine, e mai clara §i mai usor de 
urmarit, ca sa nu mai vorbirn de faptul ca ambii prozatori arata realist ca gloata - orice fel de 
gloata - nici n-ar putea gandi mai nuan(at sau in alta succesiune de etape. Pana sa fie definite 
§i exprimate, parerile penduleaza intre polii opu§i, ceea ce se oglindestc in folosirea modalelor 
comparative care schimba conturul ideatic in mod nea§teptat, pana aproape de contrariul 
opiniei de baza anterior exprimate. 

Aspectul fizic al eroului colectiv denota forta, tenacitate, neinduplecare, dar, 
paradoxal, §i slabiciune. Gloata e formata din oameni cu obrajii galbeni si supp, care zvacnesc 
cand i§i aud majele ghioraind de foame, dar si din Petre Petre ori Antek, simboluri ale puterii, 
inconjurate parca de o aura speciala. Inalp, bine c 1 adifi, hotara(i, cei doi seamana §i in 
nerabdarea de a folosi mijloace violente impotriva boierilor. Totusi, acestea sunt ni§te sirni- 
litudini exterioare, pentru ca cvolupa ulterioara a personajelor si concepjia de baza asupra lor 
sunt fundamental deosebite. Eroul colectiv §i tot ce se afla in jurul lui se dimensioneaza 
enorm. Suma acpunilor sale, foarte greu coordonate, da impresia de for I, a care oscileaza intre 
dezorientare si dezlanprire violenta, iar daca la inceput exista o gradare a gesturilor, ea se 
pierde treptat intr-o aglomerare de scene intense, aparent disparate, pe care le une§te 
disperarea luptatorilor. 

In romanele rurale se face monografia individuals §i colectiva a setei de pamant 
ancestrale a (aranului. Scriitorii recurg la un paralelism intre generapi: Ion si Vasile Baciu 
sunt doi egali la varste diferite, la fel ca Antek si tatal sau, Maciej Boryna. Trasaturi comune 
le sunt setea de pamant, automistificarea (se autoin seal a spunandu-si ca nici o scadenta nu ii 
amenin(a, ca isi pot pastra la nesfar§it averea §i statutul social privilegiat, ca nu au in nimeni 
vreun rival serios), tehnicile asemanatoare de lupta impotriva adversarului (inva(a unul de la 
altul sa foloseasca acelea§i arme; paradoxal, dusmania ii aproprie), simetria in lupta si reci- 
procitatea solufiilor (rolurile se inverseaza, dar batalia continua). Top due un razboi in cere 
inchis §i nici unul nu va iesi invingator. Ion §i Vasile Baciu sunt la fel de incapapmap, 
urmarind tenace acclasi scop pe care si 1-au stabilit gandind unilateral. Vasile Baciu simte in 
Ion un v raj mas: cum a fost el in tincrctc, asa e feciorul Glaneta§ului acum. Cineva care-i 
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judecS din afarS infelege mai greu conflictul: amandoi par ni§te (Srani de treabS, fSrS deosebiri 
de netrecut: dacS unul e bogat, in schimb celSlalt e dezghefat si mai harnic, ceea ce face 
uneori cat o mo§ie. Sunt scmcti §i lipsi(i de omenie in aceea§i mSsurS: socrul nu i-a dat fata 
cand a vrut ginerele, acum ginerele nu o mai vrea, de§i socrul i-ar da-o. TatSl Anei se imbo- 
gSfise ca §i Ion, dar i§i cinstise §i i§i iubise Sofia bogatS; din tofi copiii supraviefuise doar Ana, 
fafS de care bStranul avea, intr-un cotlon depSrtat al minfii, sentimente de urS, fiindcS pentru a 
aduce pe lume un copil oarecare ii murise nevasta, sprijinul sSu, ISsandu-l singur §i fara rost 
pe lume; cand a inmormantat-o, a ingropat §i o parte din sufletul lui. Ion §i Antek, acecasi 
generate, reprezintS portretul tipic individual al (Sranului. Parafrazandu-1 pe CSlinescu, top 
flScSii din sat sunt varictSfi de Ion §i Antek. Amandoi au o demnitate structuralS §i un si ml al 
onoarei emblematic. Ion spune: „Mai bine sS mS spanzure decat sS mS calce in picioare“, 
acecasi mentalitate pe care o are si Antek in conflictul cu autoritaple pentru scoala §i pSdure. 
Sunt plini de incredere in propria persoanS, mergand panS la sfidare fafS de cei din jur. 
Harnici, lucreazS cu spor, simt plScerea de a rnunci, bucuria de a realiza ceva. Oboseala il 
intSrata ca o patimS. Munca ii era dragS, oricat ar fi fost de asprS, ca o ravnS ispititoare. 
Uneori lucra ca §i cum §i-ar fi pus in gand sa se imbogSfeascS intr-o clipS, ca sa scape de orice 
grija. Caracteristic le e faptul ca sunt energici. Pentru a-§i atinge scopul muta munlii din loc, 
nimic nu li se pare imposibil si sunt in stare sa invinga in orice confruntare, oricat de 
nefavorabila le-ar fi postura initiala. Voinl,a e o definitorie pentru ei. I si disciplineaza for^ele §i 
i§i focalizeaza interesul asupra unui singur (cl. §i feciorul Glaneta§ului si cel al primului 
gospodar din Lipce sunt ambi(iosi; daca nu sunt fruntea satului, li se pare ca nu sunt nimic. 
Sunt lacomi, nimic nu le ajunge. Lacomia lor se imbina cu frustrarea, complex sub presiunea 
caruia reac(ioneaza violent, ignorand orice bariera, ca Ion, cand trage o brazda §i in delni(a lui 
Simion Lungu, teren care-i apar(inuse mai demult. Cele doua personaje sunt stapanite de un 
egoism fundamental, din care nu pot ie§i. Fiul Glaneta§ului asculta nerabdator pasurile inva- 
(atorului, la care venise dupa sfat. Ce-1 interesau pe el grijile altora? Numai necazul lui il 
rodea. Cere sprijin de parca ar fi uitat deja cat rau ii pricinuise lui Herdelea inainte, cand 
acesta il ajutase. 

Neputin(a se manifests in forme violente. Ion o bate pe Ana cu ura celui incapabil de a 
face altceva in fa(a calculului victorios, pentru moment, al lui Vasile Baciu. Tot astfel, in fa(a 
imposibilita(ii de a o avea pe Jagna, Antek se razbuna pe so(ie, singura care-1 iubestc §i care-1 
sprijina. Pentru pamant se bate cu tatal sau, inclesta(i intr-o ura salbatica, strivindu-se si 
sugrumandu-se. In urma luptei, fiul, unul dintre cei mai putemici oameni din sat, e dus in 
partea cealalta a casei §i stropit cu apa, pentru ca e mai mult mort decat viu. Batranul n-avea 
nimic, doar scurta pu(in rupta §i fa(a vanata de manie. Argatul judeca taios ca se bat de prea 
mult bine. Spre deosebire de brutele lui Zola insa, faranii reymontieni §i cei rebrenieni au o 
inocenfa naturala, care ii salveaza de la degradarea iremediabila. Antek §i Ion au acela§i 
orgoliu pagubos §i inutil, acecasi trufie fara finalitate care ii macina si ii alieneaza. 

Ambele personaje sunt exponen(i vigurosi ai clasei din care fac parte, eroi de epopee 
care traiesc o criza a viefii de familie, fie cea a intemeierii propriului camin, fie cea a pasiunii 
mature, adulterine, care ii zguduie temeliile. Amandoi incearca sa-§i forfeze destinul, fiecare 
dorind ce nu are §i nu va putea pastra vreodata: Ion pamantul, impreuna cu apartenen(a la un 
alt mod de via(a, Antek pe Jagna, frumusefea ideala ravnita de to(i. in urmarirea scopului, ei 
sunt har(ui(i permanent de doua fatalitafi, una tipica iar alta individuals, care ii fac sS 
penduleze intre stSri emofionale extreme, fericire sau urS, fSrS cale de mijloc, fSrS reconcilieri. 
Fatalitatea tipicS e lipsa pSmantului §i lipsa de farmec a so(iei, dupS ce munca si greutS(ile au 
asprit-o iremediabil, iar cea individuals constS in firea violentS §i pStimasS a eroilor, care ii 
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face sa rcacponczc dezastruos §i previzibil in oricare circumstance. In ce prive§te pamantul, 
cele doua personaje sunt stapanite de logica dura a rcalitaplor. Ip doresc cu orice prct, averea 
care le-ar asigura independent. Atitudinea lor fat,a de ogor e insa dubla: il muncesc cu daruire 
p se comporta ca stapanii lui, dar ii subjuga patima pentru el. Din punct de vedere social, le-ar 
asigura statutul de lider spre care tind si respectul unanim al comunitapi. Cele doua personaje 
au o mare tensiune interioara, rnereu sfapafi intre pomiri contrare, nutrind constant dorinfa de 
a unifica polii dilemei in care se afla. Acumularea de patima ii duce la alienare, la sus- 
pendarea parti ala a adevarurilor imediate, la o instrainare de real traita in miezul realului 
insup. Fara pasiunile impetuoase, aspre p violente, de o fort a elementara, pe care le sirnt, 
viafa le-ar fi ramas dreapta ca o brazda de plug. Patimile lor se coloreaza in lumina pacatului, 
iar ambii autori, realist, ii lasa prada unui foe interior cu atat mai devastator. Apoi amandoi 
recunosc in sinea lor ca au gresit, realizand, speriati, drumul degradarii pe care au pornit. Cei 
doi eroi reprezinta aceea§i for (a vitala clocotitoare si nestavilita care poate ameninta echilibrul 
comunitalji. Satul e martor colectiv, o voce care le comenteaza drama. Nauciji, cu mandria 
ranita, vor rcactiona haotic, crezandu-se singurele victime, pentru ca, orbiti de focul interior, 
nu se mai vad cum sunt cu adevarat §i nu mai judeca in mod clar consccintclc purtarii lor. 

Cum spuneam, prin calitafile §i defectele lor, accsti eroi sunt destine emblematice 
pentru lumea rurala, reprezentanp ai unor generafii succesive, cu acelea§i preocupari. 
Portretizarea lor evita extremele si indrepta|e§te constatarea facuta polemic de Ibraileanu in 
studiul despre Reymont, conform careia taranul e primitiv, dar complet, caci altfel n-ar da 
lumii, la a doua sau a treia generape, un Maiorescu ori un Anatole France. 
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WISDOM LITERATURE OF DELIGHT IN (THE MONK) 
HRISOSTOM (CHRYSOSTOM) FILIPESCU'S LITERATURE 
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Abstract: Unlike the literature of other prelates and other motivational authors, the works of monk 
Hrisostom (Chrysostom) Filipescu are primarily meant to delight, in spite of their paremiologic 
features and obvious intertextuality. Thus, although they contain both religious and psychological 
elements (because the author is also a clinical psychologist), integrating also reflections of the folk 
wisdom and Sapiential Romanian tradition, but also the philosophy of the other peoples, the works we 
refer are often similar to solar / optimistic works of the metaphysicians or of the modern motivational 
authors, convinced that God is more love than a punitive instance. 

Elevated style, unusual and inspired metaphors, fragmentation, the smile that seems to come/appear 
together with writing, are only some of the elements designed to confer attractiveness to the work and 
to invite to read it. 

Keywords: wisdom, motivational and for delight literature. 


Introducere 

Literatura bestsellerurilor este, pe zi ce trece, tot mai bogata, numero§i autori 
motivaponali, guru, psihologi, oameni de succes, preop, prelap sau simpli locutori propunand 
solu^i i, rc(ctc, recomandari, sfaturi sau panacee, pentru probleme dintre cele mai diverse, de la 
randuirea victii cotidiene, inlaturarea/evitarea stresului pana la obpncrca succesului material §i 
chiar a celui spiritual. 

Majoritatea acestor autori, in special a celor din spapul anglofon, urmeaza re^etare 
stricte, impuse de edituri sau de metaconsiliatori, vcrilicatc prin rata mare a vandabilitapi, 
prin feedbackurile cititorilor sau de satisfacpa divcrsilor beneficiari. Se pledeaza, de regula, in 
cca. doua sute de pagini sau mai mult pentru o rnetoda, o practica sau pentru un instrument de 
natura sa conduca la un rezultat precizat, fie extrem de limitat (precum tratarea unei 
afecpuni), fie de natura sa imbunatat,casca via(a sub toate aspectele ei, culminand uneori cu 
realizarea fericirii. Urmeaza apoi, cam in 10 - 20 de pagini, descrierea metodei, practicii sau a 
instrumentului §i a modalitapi concrete de aplicare/utilizare, uneori cu minupozitatc §i uimitor 
de algoritmizat, alteori cu destule ambiguitap sau spapi dilematice, fie in expunere, fie in 
etapizare. 

In prima parte nu este doar elogiata practica/innoirea propusa, ci se incearca §i 
inocularea increderii in for (a extraordinary a acesteia, numeroase exemple de reu§ita venind sa 
gireze valabilitatea si „fezabilitatea” ei. Nu se realizeaza astfel o simpla pregatire a psihicului 
neofitului, in direcpa persuadarii privind virtuplc practicii propuse, sau o manipulare, ci §i o 
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seducere a cititorului, menita sa-i ofere acestuia, pana la solupa ipotetica, reale satis facpi 
cmoponalc, estetice, prin crearea unor expectafii privind atingerea/concretizarea unui anumit 
ideal. Asadar, are loc o animare a cititorului, o motivare in vederea continuarii lecturii, dusa 
spre exuberanfa, inflacarare sau visare. 

Si, cu cat (clul este mai punctual/restrans, constand in realizarea unui singur 
ideal/vis/deziderat, a unei trebuinfe sau in remedierea unui neajuns oarecare, cu atat spcran(elc 
§i iluziile sunt mai consistente, transformandu-se intr-un soi de placebo indus de reprezentari. 

Daca, in general, literatura motivaponala §i sapicntiala consista in sfaturi si 
generalitafi, uneori sustinutc de exemple de natura sa persuadeze, rarisime sunt cazurile in 
care se infapscaza sub vesmant stilistic atractiv, care sa aduca bucurie §i scnsibi 1 ita^ii 
lectorului (nu doar mintii sale). 

Literatura ieromonahului Hrisostom Filipescu constituie unui dintre cazurile fericite 
in care viziunea religioasa a autorului este dublata de o solida cultura generala, dar §i de har 
literar, astfel ca cele trei volume 1 , publicate intre anii 2013 si 2015, pe care le supunem 
atenfiei in cele ce urmeaza, contin datele prin care sa se valideze prezenta afirmapc §i sa 
motiveze titlul articolului nostru, dar, prin faptul ca operele la care facem referire indue 
desfatare, despre acest lucru nu se poate vorbi/scrie, pentru ca, asa cum bine observa Roland 
Barthes 2 , textele de desfatare sunt rezistente lecturii explicative (intrucat desfatarea este ceva 
inefabil/indicibil). 

Interdisciplinaritatea §i intertextualitatea operei. Literaritatea operei 

Religia, psihologia, fdosofia, pedagogia, metacomunicarea §i, uneori, datele 
statistice, se impletesc ncasteptat si armonios intre ele, Hind, totodata, intr-un mod aparte, 
coezive sub aspect literar. Si, dcsi literatura ieromonahului Hrisostom Filipescu nu este una 
beletristica, este, paradoxal, caracterizata de literaritate. 

Aspectele religioase fin atat de viziune/perspectiva, de indemnul la credinfa, la 
iubire crcstina fafa de aproapele, la a face binele, cat §i de sprijinirea pe diverse citate din 
Biblie, din Pateric, din divcrsi prelafi cre§tini (Sf. loan Gura de Aur/Hrisostom, Fericitul 
Augustin, Sf. Isaac Sirul, Sf. Ambrozie, Sf. Serafim de Sarov, cuviosul Paisie Arghioritul, pr. 
Rafail Noica etc.), optand pentru reflecfiile mai cu seama solare ale cxcgeplor ortodoxiei, 
convins fiind de prcvalcnta iubirii lui Dumnezeu §i nu de latura sa punitiva, asa cum reiese din 
urmatoarele ample interogafii retorice: „De ce ni s-a vorbit atat de mult despre pedeapsa 
divina si atat de pufin despre capacitatea lui Dumnezeu de a intclcgc totul si de a ierta totul, 
oricui, oricand, oriunde, orice? Credefi intr-un Dumnezeu al iubirii sau intr-unul al 
razbunarii?” 3 . 

Este interesant insa ca parintele Hrisostom Filipescu nu este unui dogmatic in sensul 
recomandarii postului, a mersului la biserica §i a urmarii unei cai unice, dimpotriva, are o 
viziune de-a dreptul ecumenica, a unui luminat: „Fiecare om are relafia sa personala cu 
Dumnezeu §i cu cei din jur. Nu exista un sab I on de iubire sau de sfintcnic prin care top 
oamenii sa treaca si sa bifeze altruismul, iertarea, mantuirea si altele asemenea. ” 4 

In opinia prelatului, „rugaciunea este /.../ iubire” 5 , dar si tacere §i ascultare („A te 
ruga inseamna a tacea, a parasi gandurile si a lasa pe Dumnezeu sa vorbeasca in adancul 
inimii” 6 ), iar Sfanta Scriptura este „Scrisoarea de Dragoste” a lui Dumnezeu 7 . 


1 Pujine cuvinte, multa iubire ; Pujine lacrimi, multa bucurie ; Asculta, privefte, atinge 

2 Roland Barthes, Le plaisir du texte, Editions du Seuil, Paris, 1973 

3 ieromonah Hrisostom Filipescu, Pujine lacrimi. multa bucurie, Ed. Pint, Ia§i, 2014, p. 44 

4 ibidem, pp. 217-218 

5 ieromonah Hrisostom Filipescu, Pujine cuvinte, multa iubire, Ed. Pint, Ia§i, 2013, p. 141 
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Regasim adesea in car(ilc analizate indicii ca autorul imbra^i§eaza viziunea 
parintelui Nicolae Steinhardt. Un exemplu in acest sens il constituie a firm alia „Legea lui 
Dumnezeu nu este o lege a drcptapi, ci o lege a iubirii” 8 . La randul lui, mergand pe linia 
Sfantului Isaac Sirul, care avertiza „nu hulit,i spunand ca Dumnezeu e drept” 9 , Nicolae 
Steinhardt afirma: „crestinismul reprezinta o trecere de la dreptate la dragoste” 10 §i ca aceasta 
crediiRa fundamentata in jurul Bibliei si a mvat,aturilor lui Iisus Hristos, ,,1'a^a de legea veche 
se afla intr-o postura asemanatoare cu a fizicii infraatomice §i cuantice fa|a de mecanica 
newtoniana: intr-atata e dragostea diferita de simpla dreptate, intr-atata o depa§e§te, 
deschizand ochilor no§tri uimiti alt orizont, o alta lume cu alte legi” * 11 . 

Formarea psihologica (a doua specializare a autorului) se resimte frecvent: 
„Depresia este o rclatic nepotrivita cu viata.” 12 ; „Starea de depresie il cuprinde pe cel ce nu 
are capacitatea de a vedea ceea ce are deja §i se concentreaza doar pe ceea ce nu are.” 13 ; „Te 
viziteaza trecutul. /.../ Po(i lua o foaie de hartie §i scrie acolo tot. Elibereaza-te. Apoi da foe 
sau arunca la cosul de gunoi. E§ti o faptura atat de minunata!” 14 ; „Exorcizam tensiuni psihice. 
Radem §i plangem ca sa nu ne stricam mecanismele, tiparele.” 15 

Filosofia (§i ea studiata de autor) este prezenta atat prin diverse trimiteri la Pascal, 
Seneca, Octavian Paler, Andrei Ple§u, dar si prin o multifile de reflectii („Via| l a poate fi 
infeleasa numai privind inapoi, dar se cuvine traita privind inainte!” 16 ; „Fericirea nu depinde 
de context, ci de caracter. Ea nu e a celor ce au, ci a celor ce iau ce e mai bun din vial,a, a celor 
ce dau ce e mai bun din ei, a celor ce refuza sa vada ca paharul e pe jumatate gol, sau ca poate 
trei sferturi din el s-a scurs sau, in cazuri cu adevarat nefericite mai are doar doi stropi amarap 
de bine in el”. 17 ; „E mai salvat un om care crede in ceva gre§it, decat sa nu crezi in nimic. /.../ 
Cine spune ca nu crede, crede in ideologia care nu crede” 18 ; „Daca oamenii §i-ar umple 
sufletele cu iubire nu ar mai avea vreme sa se planga pentru nimicurile victii.” 19 ; „Omul rau e 
cu dcsavanprc rau, atunci cand se preface ca e bun” 20 ; „Razbunarea te face egalul 
adversarului, iar iertarea te face superior lui pentru ca aduce indreptarea celuilalt.” 21 ). 

Este interesant faptul ca autorul pledeaza pentru o sufcrinta necesara, de natura sa 
salveze sentimentele, trairea: „Daca in vial,a ar 11 totul cum ai vrea, ai uita sa iube§ti, sa ierti, 
sa visezi.” 22 

Caracterul sapiential al scrierilor este evident: „Vial l a este frumoasa daca privcsti din 
unghiul potrivit. Nu exista o re|eta a fericirii. Fericirea ta e un zambet, a ei e o floare, a lui o 
strangere de mana, a mea un cuvant si tot as a. Em op a e acccap, vcsmantul e diferit” 23 . 


6 ibidem, p. 241 

7 ibidem, pp. 151-152 

8 ieromonah Hrisostom Filipescu, Asculta, prive$te, atinge, Ed. Pirn, Ia§i, 2015, p. 182 

9 apud Nicolae Steinhardt, Daruind vei dobandi , Ed. Manastirii Rohia, 2006, p. 344 

10 ibidem, pp. 347-348 

11 ibidem, pp. 349-350 

12 ieromonah Hrisostom Filipescu, Pufine lacrimi, multa bucurie, Ed. Pirn, Ia§i, 2014, p. 66 

13 ibidem, p. 67 

14 ibidem, p. 76 

15 ibidem, p. 96 

16 ieromonah Hrisostom Filipescu, Pufine cuvinte, multa iubire, Ed. Pim, Ia§i, 2013, p. 77 

17 ibidem, pp. 89-90 

18 ieromonah Hrisostom Filipescu, Pufine lacrimi, multa bucurie, Ed. Pim, Ia§i, 2014, pp. 214-215 

19 ibidem, p. 219 

20 ibidem, p. 149 

21 ibidem, p. 150 

22 ieromonah Hrisostom Filipescu, Asculta, privefie, atinge, Ed. Pim, Ia§i, 2015, p. 152 

23 ibidem, p. 157 
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Proverbele, zicStorile, vorbele de duh populare intregesc aspectul sapiential al operelor: 
„Timpul este medicamentul cel mai bun pentru orice ranS” 24 ; „Doar cine are lirnba fripta 
poate vorbi cu adevSrat despre ciorba fierbinte” 25 ; „FS Rai din ce ai!” 26 , „In palma care oferS 
trandafiri rSmane intotdeauna un picur de parfum”. 27 Acest ultim proverb chinezesc se 
regSse§te §i in „fabula spirituals” Calugarul care §i-a vandut Ferrariu-ul 28 . 

Scopul primeazS fa^a de insemnStatea lucrului: „Mai bine lucruri mici fScute din 
dragoste, decat lucruri mari facute din interes” 29 . 

Intr-o lecturS metafizicS, „Binelc, AdevSrul, Iubirea sunt Treimea omenirii”. 30 

Pedagogia, elogiatS panS sS se constituie ca stiin(a de sfantul loan Hrisostom 31 , este 
§i ea prezenta in literatura polivalenta a ieromonahului in reflecfii ce fin adesea de §i de 
puericultura §i de psihopedagogie: „Loviturile date copiilor sunt o barbarie §i trebuie evitate in 
mod ncconditionat. /.../ Unii dintre copii ajung nevrotici pentru ca se comit grcscli in educate 
§i adultul de mai tarziu va deveni sclavul propriei copilarii. Prea multa lauda este la fel de 
daunatoare ca si excesul de mustrare.” 32 ; „Copiii se iubesc indiferent de nota din carnet. 
Copiii se iubesc dupa nota din inima noastra. Ce mama nu i§i iube§te copilul de 10?!” 33 ; „Arta 
pedagogica mai constS si in educarea copilului cu dragoste, fSrS ca dragostea insS§i sS devinS 
o constrangere. Cel mai persuasiv mijloc educational este exemplul practic, nu cel teoretic, al 
pSrintilor. Copilul imitS modelele, involuntar sau nu.” 34 ; „Copiii fac ceea ce vSd, nu ceea ce 
aud.” 35 

Din afirmatia „Educatia este cea care te face bogat si nu satisfactiile lume§ti, 
efemere” 36 , reiese clar atat vocafia autenticS de monah, cat §i viziunea idealists, a iubitorului 
de pedagogie. 

O explicate psihopedagogicS este datS cu privire la hiperactivitatea copilului: 
„Depresia sau anxietatea unuia dintre pSrinfi, copilul incearcS sS o «trezeascS» prin 
hiperactivitatea sa. Agitafia sau angoasa sunt doar vibrafii prin care se comunicS ceva, 
cuiva.” 37 

Si asupra comunicSrii se opre§te cugetarea autorului, intrucat „comunicarea este o 
formS exterioarS a unei realitSfi interioare” 38 , considerand cS „Acolo unde nu este 
comunicare, e iad” 39 si cS „Pe orice om ni-1 facem aproapele nostru prin comunicare, prin 
ie§irea din egoism, prin iubire, prin bunSvoinfS reciprocS”. 40 insS „Cel care nu va §ti sS tacS, 


24 ieromonah Hrisostom Filipescu, Pufine lacrimi, multa bucurie, Ed. Pirn, Ia§i, 2014, p. 98 

25 ibidem, p. 220 

26 ieromonah Hrisostom Filipescu, Asculta, prive$te, atinge , Ed. Pirn, Ia§i, 2015, p. 159 

27 ibidem, p. 206 

28 Robin Sharma, Calugarul care fi-a vandut Ferrari-ul, Ed. Vidia, Bucure§ti, 2010, p. 195 

29 ieromonah Filipescu, Hrisostom, Asculta, privet]te, atinge, Ed. Pint, Ia§i, 2015, p. 165 

30 ieromonah Hrisostom Filipescu, Pufine lacrimi, multa bucurie, Ed. Pirn, Ia§i, 2014, p. 163 

31 „nu exista arta mai frumoasa decat arta educate! Pictorul §i sculptorul fac doar figuri, fara via^a, dar educatorul creeaza un 
chip viu; uitandu-se la el, se bucura ?i oamenii §i Dumnezeu” - apud Filipescu, Hrisostom (ieromonah), Pufine cuvinte, multa 
iubire, Ed. Pirn, Ia§i, 2013, p. 93 

32 ieromonah Hrisostom Filipescu, Pufine lacrimi, multa bucurie, Ed. Pirn, Ia§i, 2014, p. 19 

33 ibidem, p. 32 

34 ibidem, p. 35 

35 ibidem, p. 176 

36 ibidem, p. 162 

37 ibidem, p. 33 

38 ibidem, p. 182 

39 ieromonah Hrisostom Filipescu, Pufine cuvinte, multa iubire, Ed. Pim, Ia§i, 2013, p. 169 

40 ibidem, pp. 169-170 
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nu va §ti nici sa vorbeasca” 41 , iar „Cine nu i(i m(elege tacerile nu l(i va m(elege niciodata 
cuvintele.” 42 Si, paradoxal, „tacerea este a doua putere a lumii dupa cuvant. Tacerea este mai 
melodioasa decat orice cuvant” 43 , de§i „Fiecare cuvant poarta o dulccata, o energie”. 44 

Din afirmatia „A-1 asculta pe celalalt este un act de iubire” 45 , deducem ca 
„ascultarea” nu echivaleaza cu tacerea, ci cu tacerea dublata de bunavointa si urmata de 
atitudine (pro locutor), de actiunc, de empatie, de vibrate pozitiva. 

Nici fizica cuantica nu-i este straina autorului. Citarea laurcatilor Premiului Nobel 
pentru fizica din 1932, Werner Heisenberg („Prima sorbitura din paharul §tiin(elor te face 
ateu. Dar la fundul paharului astcapta Dumnezeu” 46 ) si lui Max Planck, din 1918, („In toate 
stradaniile §i cercetarile, caut cu sfiala secretul radia(iilor de lumina, caut secretul Duhului 
Sfanf ,47 ), fondatori ai fizicii cuantice, ar fi suficienta pentru a putea sus(inc aceasta allrmatic, 
insa exista alte indicii privind afinitatea sa fa|a de teoria cuantelor („Dormi cuantic” 48 ; 
„Gandurile sunt lucruri vii, fascicule rnici de energie” 49 ; „Zilnic schimbam noi celule §i felul 
in care gandim activeaza gene noi in ADN. Un gand-scenariu oricand poate activa o gena care 
starne§te o boala in noi” 50 ; „Cand vibreaza un col(i§or de lume, toata lumea vibreaza” 51 ). Iar 
exemplele pot continual 

De altfel, un loc geometric recunoscut in care §tiin(a se intalne§te cu religia, 
prezentat de autor, ll constituie „impactul instantaneu de purificare pe care il are semnul crucii 
asupra bacteriilor patogene aflate in numar mare in alimente si asupra virusilor, sau asupra 
bacilului de colon §i stafilococilor” 52 , evidential de fiziciana rusa Angelina Malakovskaia, dar 
§i efectele rugaciunii, despre care vorbeste Valeri Slezin sau de „efectul vindecator pe care il 
are batutul clopotelor” asupra imbolnavirii data de „virusii de gripa, de hepatita §i de tifos” 53 . 

Sub aspect formal, constatam o adevarata magie a comunicarii, data mai cu seama 
de limbajul metaforic plamadit de firea de poet a ieromonahului, care are §tiin(a de a se adresa 
sensibilului: „Am sarutat timpul §i verbul «a spera». Visul vibreaza cutremurand ochii uita(i 
sub pleoape ce au botezat pana tarziu in noapte vioara obrajilor mei” 54 ; „Am inva(at sa-mi fac 
aripi din cuvinte, sa zbor dincolo de dorinlc. Acolo unde fericirea isi face cuib.” 55 ; „Mi-s ochii 
primavara §i ating mugurii ca lemnul sfin|it. /.../ In chilia unui visator obiectele devin mituri 
universale.” 56 ; ,,Via(a inseamna salturi cu para§uta increderii /.../, inseamna alpinism de 
dorin(e” 57 ; „Ferici(i sunt cei ce au in inima praf de stele §i buzele mirosind a rugaciune” 58 ; „Pe 
vise nu se pune praful” 59 ; „In inima mea zumzaie fumalul fabricii de vise” 60 . 


41 ibidem, p. 84 

42 ieromonah Hrisostom Filipescu, Pufine lacrimi, multa bucurie, Ed. Pim, Ia§i, 2014, p. 15 

43 ibidem, p. 185 

44 ibidem, p. 126 

45 ieromonah Hrisostom Filipescu, Asculta. privefte, atinge, Ed. Pim, Ia§i, 2015, p. 168 

46 ieromonah Hrisostom Filipescu, Pufine cuvinte, multa iubire, Ed. Pim, Ia§i, 2013, p. 28 

47 idem 

48 ibidem, p. 206 

49 ibidem, p. 217 

50 ieromonah Hrisostom Filipescu, Pufine lacrimi, multa bucurie, Ed. Pim, Ia§i, 2014, p. 37 

51 ibidem, p. 159 

52 ieromonah Hrisostom Filipescu, Pufine cuvinte, multa iubire, Ed. Pim, Ia§i, 2013, p. 142 

53 ibidem, p. 143 

54 ibidem, p. 44 

55 ibidem, p. 45 

56 ibidem, p. 208 

57 ibidem, p. 209 

58 ieromonah Hrisostom Filipescu, Pufine lacrimi, multa bucurie, Ed. Pim, Ia§i, 2014, p. 41 

59 ieromonah Hrisostom Filipescu, Asculta, privefte, atinge, Ed. Pim, Ia§i, 2015, p. 197 
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Sinesteziile vin si ele sa intregeasca aspectul artistic al scriiturii §i se regasesc mai 
cu seama in volumul publicat in 2015: „muzica de catifea” 61 , „picatura de lini§te” 62 . 

Exista, in cartilc discutate, §i o pledoarie pentru umor, ca mod de viata si cale de 
salvare, pentru ca „Lipsa umorului este nociva pentru sanatate si fericire” 63 §i pentru ca 
„Simtul umorului te salveaza din orice” 64 , vocea narativa oferind propriul exemplu: „Cand ma 
doare ceva ma tratez cu un pic de umor.” 65 . De altfel, o reflecfie in stil colocvial vine sa 
schimbe registrul expunerii, sa-1 desolemnizeze, sa imprime o nota de umor: ,,Misto coliva, 
nasol momentul.” 66 ! 

Interogafiile retorice nu sunt atat podoabe stilistice, cat indemnuri implicite la 
re Hectic: „Cata bucurie ai avut astazi de dimineafa? Dar cata durere? Cum arata iadul tau? Dar 
raiul tau?” 67 , „Ai adus ceva frumos si bun pe lume? Ai facut pe cineva fericit astazi? Iube§ti 
sau ura§ti? Actionezi sau e§ti indiferent? Intclcgi fara explicafii? Crezi fara sa vezi? Auzi fara 
cuvinte? Vezi cu ochii inchi§i? Sim|i fara atingeri? Cand te uifi in oglinda ce vezi?!” 68 : „Cu 
cine te imparti? Cate clipe ai cu tine?” 69 ; „Ma mut in intrebare sau in raspuns?” 70 ; „Esti 
prizonierul trecutului sau arhitectul viitorului?” 71 

Pe alocuri, reflecfiile despre scris si scriitor, confera caracter de arta poetica 
anumitor fragmente ale operei. Astfel, „Scriitorul scrie, dar nu se bucura decat atunci cand 
este citit” 72 , pentru ca „Scrisul este condamnarea la nemurire, iar uneori poezia devine 
rugaciunea in imii” 73 si tot „scrisul ramane peste veacuri ca o pictura a inirnii.. ,” 74 

Trimiterile la literatura beletristica se fac atat explicit, cat si implicit. Sunt citafi sau 
invocafi numerosi scriitori: Dostoievki, Rudyard Kipling, Caragiale, Lev Tolstoi, Brownie 
Ware, Vasile Voiculescu, Mircea Eliade, Lucian Blaga, Antoine de Saint Exupery s.a. 

In plus, poeziile din volumul Asculta, prive.fe, atinge sunt, neindoielnic, o dovada in 
plus a harului literar al parintelui si psihologului Hrisostom Filipescu. De altfel, ca proza 
poate imbraca oricand forma poeziei (§i, implicit, este poezie), o demonstreaza cu prisosinfa, 
mai ales prin texte precum A§ vrea... §i Aura 75 , in arta sa poetica intitulata „Ecou”, eul liric se 
„marturiscstc”: „intr-o zi, / i-am soptit / tatei, / zambind, / ca voi ajunge / sa scriu / cu raze de 


60 ibidem, 199 

61 ibidem, p. 147 

62 ibidem, p. 151 

63 ieromonah Hrisostom Filipescu, Pufine cuvinte, multa iubire, Ed. Pim, Ia§i, 2013, p. 217 

64 ieromonah Hrisostom Filipescu, Pufine lacrimi, multa bucurie, Ed. Pim, Ia§i, 2014, p. 40 

65 ibidem, p. 24 

66 ibidem, p. 134 

67 ieromonah Hrisostom Filipescu, Pufine cuvinte, multa iubire, Ed. Pim, Ia§i, 2013, p. 118 

68 ibidem, p. 237 

69 ieromonah Hrisostom Filipescu, Asculta, privefte, atinge, Ed. Pim, Ia§i, 2015, p. 175 

70 ibidem, p. 181 

71 ibidem, p. 198 

72 ieromonah Hrisostom Filipescu, Pufine cuvinte, multa iubire, Ed. Pim, Ia§i, 2013, p. 169 

73 ieromonah Hrisostom Filipescu, Asculta, privefte, atinge, Ed. Pim, Ia§i, 2015, p. 161 

74 ieromonah Hrisostom Filipescu, Pufine lacrimi, multa bucurie, Ed. Pim, Ia§i, 2014, p. 185 

75 „Vis / rntre doua ferestre, / razele imi deschid / pleoapele a§ezate / pana tarziu / in ruga. // Si dorul / a stat sprijinit / pe 
furpirii / ce mi-au scar(ait / orele de taina / aruncand in geam / a§chia lunii. // Gandurile / mi le vars . in cupe de lalele / §i le 
usuc / pe vitraliile vie^ii / uitate azi / la batrana catedrala. // Acasa / m-a§teapta / oglinda atamata / intr-un cui stramb / cautand 
/ nemurirea...” (ieromonah Hrisostom Filipescu, Asculta, privefte, atinge, Ed. Pim, Ia§i, 2015, pp. 93-94) transcrie „Iar vis 
intre doua ferestre. Razele imi deschid genele a§ezate pana tarziu in ruga. Si dorul a stat sprijinit pe jurjurii ce mi-au scarjait 
orele de taina, aruncand in geam a§chia lunii. /.../ Gandurile mi le vars in cupe de lalele §i le usuc pe vitraliile vietii uitate 
astazi la batrana catedrala. Acasa ma a§teapta oglinda atamata intr-un cui stramb cautand nemurirea...” (ieromonah 
Hrisostom Filipescu, Pufine cuvinte, multa iubire, Ed. Pim, Ia§i, 2013, p. 44) 
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soare / in sufletele / oamenilor.” 76 AceastS amprentare solarS a sufletelor lectorilor sSi este 
aproape o certitudine. 

CS intertextualitatea in care sunt angajate cele trei volume analizate aici este uria§S, 
cuprinzand, pe langS operele mcnponatc, opere din literatura romanS, dar §i din cea 
intemaponalS, beletristicS §i motivaponalS, s-ar putea demonstra insS intr-un studiu 
consistent. 

Intertextul nu-i §tirbe§te insa deloc autenticitatea operei ieromonahului Hrisostom 
Filipescu, data fiind expresia singulars a predicilor avand aspect de eseu artistic, formulate, in 
spirit postmodernist, ca ni§te colaje ce reunesc informapi din diverse domenii si arii tematice. 

Pledoaria pentru iubire 

Ca un prelat este si cantarcl, al iubirii nu este ceva nou. In Biblie, exists numeroase 
indemnuri la iubirea aproapelui, dar exista §i un elogiu adus iubirii fizice, sexuale, interpretatS 
in tradifia iudaica drept o alegorie a relafiei dintre Dumnezeu §i Israel, iar in tradifia 
cre.find, drept alegorie a reiafiei dintre Hristos §i Biserica crept net I 7 

Si Sfantul loan GurS de Aur/Hrisostom/Zlataust cantS iubirea in secolele IV §i V, iar 
pSrintele Hrisostom Filipescu i se alSturS si prin citare §i prin viziune: „«Iubirea schimbS 
insS§i subs tan (a lucrurilor» zice loan Gura de aur /.../ Numai iubirea cunoa§te iubirea” 78 . 

Iubirea are insa §i rol reglator in rclapa cu semenii, dar §i rol apotropaic: „Prin iubire 
ne poziponSm corect fata de ccilalp. Iubirea este cea care protejeazS pe om de cursele 
vrajmasului” 79 . 

Totodata, iubirea este cea care intr-un fel motiveaza actul Crcapei, fiind sinonima 
chiar cu Creatorul: „Iubirea este sensul tuturor lucrurilor, existand peste tot in Create, fiind 
unul din numele lui Dumnezeu” 80 . 

Forta transcendents si calitatea protectiva a iubirii sunt si ele recunoscute: „Cine 
iube§te se transfonna, se de§arta in persoana fal,a de care i§i manifests acest sentiment 
minunat. /.../ In iubire e§ti mereu acoperit de aripa unui inger ce ip picurS in inimS, in minte 
§i in viatS harul Duhului Sfant” 81 , pentru cS „iubirea este momentul care reparS trecutul si 
cucere§te viitorul” 82 si, totodatS, „Iubirea este un laborator al Invierii, o icoanS a impSrStici lui 
Dumnezeu.” 83 

Edulcorarea percepliei se realizeazS tot pe calea iubirii: „In iubire, arta privirii le 
vede pe toate bune. MSrimea unui suflet se mSsoarS prin ceea ce iube§te, iar iubirea nu are 
margini!” 84 

Totusi, autorul aratS §i faptul cS iubirea nu este intotdeauna u§or de purtat, in ciuda 
valcntelor de netSgSduit: „iubirea are intotdeauna forma crucii! 85 ”. Si, dcsi are puterea de a da 
consistcntS §i atractivitate trSirii, este dificil de invS|at (adecvat) in rSstimpul vicpi 
pSmantene: „Iubirea este cheia cu care intoarcem ceasornicul viepi. Orice nu este iubire este 


76 ieromonah Hrisostom Filipescu, Asculta, privefte, atinge, Ed. Pim, Ia§i, 2015, pp. 78-79 

77 Apud https://ro.wikipedia.org/wiki/C%C3%A2ntarea C%C3%A2nt%C4%83rilor 

78 ieromonah Hrisostom Filipescu, Pujine cuvinte, multa iubire, Ed. Pim, Ia§i, 2013, p. 182 

79 ibidem, p. 190 

80 ibidem, p. 191 

81 ibidem, p. 192 

82 ibidem, p. 193 

83 ibidem, p. 199 

84 ibidem, p. 200 

85 ibidem, p. 214 
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putere a intunericului. Suntem pe pamant ca sa invatam sa iubim. Odata ce invatam sa iubim, 
murim. Dumnezeu ne ia la El ca sa-L iubim pe Dansul in chip desavarsit.” 86 

Totodata, „Iubirea adevarata nu poate fi controlata. Iubcsti §i atat” 87 , ceea ce 
postuleaza sup re map a inimii, sufletului, spiritului, conectate la ceea ce numim Sursa 
Universala de Iubire. 

Si, desi „un om poate iubi cel pupn atatea ori cat spune ca nu mai poate iubi” 88 , „cea 
mai mare minune este sa iube§ti to|i oamenii.” 89 

Iubirea are putere de cuantilicarc a valorii umane: „Un om valoreaza atat cat 
iube§te” 90 , insa aceasta afirmatie poate fi interpretata insa §i ca omul este valoros doar cat 
timp iube.pe ! 

Tot iubirea poate transforma imposibilul in posibil: „Daca tu crezi in dragoste, 
atunci noaptea poate fi lumina” 91 ; „Iubirea este singura Cale ca Dumnezeu sa vina §i sa 
ramana printre noi” 92 . 

Concluzii 

Literatura ieromonahului Hrisostom Filipescu este, in ciuda intertextului conturat, prin 
expresia singulara generatoare de cmotii estetice, o pitoreasca invitatic la reflec|ie, la iubire, la 
insolitare (artistica), la spcran(a, la crcdinta, la create, la visare, la desfatare. Operele 
constituie totodata o chemare la optimism si o dovada a marturisirii eului narativ: „Am inval,at 
de la sufletele mari sa inmuliesc binele, bucuria, frumosul”. 93 
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RURAL WORLD LEADERS AS DEPICTED IN WORLD 

LITERATURE 


Suzana Carmen Cismas 
Assoc. Prof., PhD, USAMV Bucharest 


Abstract: The comparative literature approaches on rural themes assist better understanding of 
village culture and patterns of leadership and en trepreneurship emerging in such societies. Professors 
should be intensely motivated to widen students ’ horizons with folk heritage and prose masterpieces 
related to reading and discussions of Nobel Prize winners ’ masterpieces. The aims include: cultivating 
students ’predilection and interest towards folk art, towards understanding, valorising, presenting and 
promoting it; cultivating curiosity and interest in the development of intercultural values; fostering 
intercultural communication skills in interpersonal relations; ensuring optimal socio-affective 
educational environment, in what concerns the succession of generations in all relevant activities; 
developing feelings of respect and appreciation towards the traditional values; cultivating behaviours 
and moral conducts that epitomise respect for traditions of others ’ local heritage; building will and 
character consistent with traditional values. In USAMV MIEADR we are aware that education can 
ensure the continuity of traditions for future generations. In this respect, my activity complements the 
existing courses of ethnology and folklore, but also the ones on philosophy and intercultural 
education. 

Keywords: rurality, leadership, entrepreneurship, realistic novels, world literature 


Aplecarea spre universul rural e o permanent a oricarei literaturi naponalc, ilustrata 
de multe exemple: Hardy, Balzac, Zola, Blasco Ibanez, Verga, insa are o pondere mai mare in 
tarilc cu economic predominant agrara, unde se cristalizeaza in curent literar independent. 
Coloratura specified deriva atat din particularitaplc nationalc cat §i din temperamentul §i 
crezul individual al scriitorilor. O constatare se impune: scriitorii strict poporani§ti nu au dat 
opere de valoare, in timp ce marii autori se elibereaza de constrangerile curentului §i de 
limitele lui conceptuale, aratand ca, in spapul rural atata vreme neglijat, valorile esenpale, 
tipologiile diverse §i complexe, tragediile zguduitoare, insu§irile morale §i artistice superioare 
§i traditiilc nu sunt cu nimic inferioare celor din spapul citadin, sursa de inspirape predilecta a 
modernistilor. Se demoleaza astfel prejudecata ca satul ar fi neinteresant §i incremenit in 
tiparele patriarhale, inadeevat pentru drame contemporane. 

Personajele apar de la inceput in plin zbucium sufletesc, iar autorii au intuipa estetica 
de a nu face lungi pregatiri ale intrigii si de a nu explica redundant ceea ce conflictul in sine 
nu poate reprezenta. Daca la Rebreanu finalul e momentul maxim al intensitapi dramatice si 
se lipscstc de clarificari ulterioare, la polonezul Reymont situapa e diferita, inclinind spre o 
cantare a naturii care a invadat pamanturile, ocolind cu grija ce-a mai ramas din civilizapa 
urbana apusa. Ambii autori isi pun protagoni§tii, lideri ai comunitapi lor, in situa^ii limita care 
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rastoarna cxi sterna obisnuita, observand oameni blajini in momente de manie sau brutalitate 
necaracteristice si construind riguros tensiunea dramatica. Din familiaritatea prozatorilor cu 
universul rural (mentalitate, limbaj, gesturi caracteristice, situatii reprezentative, detalii 
sugestive) izvora§te unitatea de atmosfera si maniera a prezentarii (aranilor, impresia ca avem 
de-a face cu detalii dintr-o fresca omogena, in timp ce nuvelele din lumea orasului raman, 
iremediabil, schite citadine independente, nu un tablou unitar. 

O trasatura care-i une§te romancierii rurali e perspectiva sociala similara din care abordeaza 
realul. Arta lor e in primul rand un document sociologic, nu din vreo intense programatica, ci 
din alegerea instinctiva a unghiului din care contempla lumea in nara(iuni de cuprindere larga 
a mai multor medii prin rezumarea unor destine nefericite dar nu exceptional. Dincolo de 
aparen^e, la scrierile cu subiect (arancsc, exista o intrepatrundere intre parfumul trecutului, 
atemporalitatea rurala si modernitatea in construct §i in abordarea problemelor contem- 
porane acute, adresandu-se in acecasi masura lectorului rafinat si publicului obi§nuit. 
Orizontul rural nu exclude anumite categorii de cititori, preferandu-i pe altii. 

Prin Rebreanu §i Reymont, variantele romana §i poloneza ale acestei tipologii de lider 
rural prezinta surprinzatoare asemanari, cu atat mai mult cu cat fundalul rustic pe care sunt 
proiectate siluetele personajelor are multe elemente comune, care parca se evoca unele pe 
altele, asemanandu-se sau completandu-se; de§i e vorba de alta (ara si sensibil alte obiceiuri, 
incercam, ca cititori, un sentiment de acasa, in nici un caz nu ne simtirn straini, ci mai 
degraba ne integram cu u§urin|a unei ambiantc familiare §i unei lumi caracterizate prin 
harnicie, spirit gospodaresc, dragoste de pamant, sete de lumina si dreptate, avand o 
stratificare sociala similara celei romancsti, in simbioza atemporala cu natura prin ritmicitatea 
muncilor §i stereotipia lor in confonnitate cu anotimpurile. Autorii sunt legal,i emotional §i 
biografic de taran, iar ca arti§ti au considerat ca-si indeplinesc o datorie de onoare zugravindu- 
i viata pe care i-au cunoscut-o atat de bine si spre care s-au aplecat cu deosebire, pentru ca in 
ea au vazut izvorul energiilor nationale si sursa unor creatii artistice perene prin realismul 
curgerii tumultoase a existentei. Reymont comunica implicit ceea ce Rebreanu afirma expli¬ 
cit: sentimentul de continuitate cu „stramo§ul meu §i-al unora dintre dumneavoastra, intr-un 
sens mai larg stramosul tuturor: taranul“. Protestul social e evident, prin conturarea mi- 
nutioasa a paradoxul conditiei taranului: cel mai umil individ, dar reprezentantul unei clase 
puternice, indelung oprimate, sarac §i slab, insa darz §i hotarat, hranind si imbogatind din 
munca §i suferintele lui pe asupritori, in timp ce el pare destinat a ramane vcsnic un 
dczmostenit. Romanele rurale sunt un imn inchinat taranului, fortei, muncii §i rabdarii lui, o 
cantare sobra §i aspra ca si viata pe care o duce, izvorand din preaplin sufletesc §i con§tiinta 
artistica inalta, un protest cu tonuri de tristete §i accente critice dure, protest simplu §i direct, 
ca o lacrima amara ce curge pe un obraz de piatra, fierbinte §i sticloasa, pastrand inca in ea 
lucirea ambigua - durere sau indarjire? - din privirea pe care o umbrise pana de curand. In 
jurul contrastului fundamental rural-citadin graviteaza aproape toate operele, iar convingerea 
comuna e ca taranul reprezinta esenta neamului si e pastratorul spiritului national. Rebreanu 
spune ca, de fapt, taranul n-are un nume generic, pentru ca nu e o grupare aparte, ci e poporul 
insusi, romanul tipic. La sat omul a ramas el insu§i, consecvent cu valorile lui, sub povara 
valurilor succesive de asupritori, in timp ce ora§eanul s-a plecat in fata tuturor. Bucuriile, 
tristetile, pasiunile, muncile, totul e atemporal §i etern in universul rural, pe cand acclcasi 
sentimente §i realizari umane stau la oras sub semnul efemerului. E demn de subliniat cum 
creatorii intuiesc si redau un adevar fundamental: patima taranului are in ea delimitate, forta, 
sete de viata, declan§eaza o schimbare, pe cand patima ora§eanului il coboara pe scara morala 
§i are un caracter static; simpla schimbare de fundal §i context social rea§aza acclcasi motive 
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intr-o alta perspectiva, consccinta fund ca cititorul le va evalua etic diferit. Crezul comun al 
romancierilor rurali e insa ca emanciparea sateanului a fost facuta de ora§eni. 

Din punct de vedere istoric, sateanul este piatra de temelie a (arii, in viziunea 
prozatorilor rurali rcalisti. Supravie|uirea napunii in furtunile evenimentelor, puterea de 
regenerare §i unificare a patriei lui i se datoreaza, el reprezinta, paradoxal, si batranejea si 
tinerejea. §i romanii §i polonezii, in epoca respectiva, sunt un neam de tarani, forta natiunii 
depinzand precumpanitor de resursele lor morale, spirituale §i combative. Daca in evolu|ia 
altor popoare taranimca a avut un rol secundar, pentru noi si vecinii no§tri ea e cscnta natio¬ 
nals pura si eterna. Cele doua lari au rabdat jug asupritor strain, fiind obiectul poftelor 
neamurilor creatoare de mare cultura sau distrugatoare de mare cultura, care au modi Heat 
granite, dar n-au putut altera fundamental sufletul poporului pastrat la sate, in umbra istoriei. 
Rebreanu §i Reymont ii contureaza pe (arani, cu defectele §i calitaplc lor, ca argument viu 
suprem al autohtoniei. Ion si Antek nu pot concepe sa paraseasca satul ori sa piece pe pamant 
strain. Taranul e tezaurul national: cel mai mare potential creator, cea mai mare capacitate de 
conservare a limbii, a crcdintci si a vetrei stramo§e§ti. El e intruchiparea tuturor virtualitaplor 
§i energiilor. Din randurile lui s-au ridicat boierii patriop §i ligurilc eroice care au luptat 
pentru apararea larii, tot el a fost o§teanul, el a fost constanta in raport cu care cei rataeiji ori 
infranli s-au regasit (ca fratele mosicrului din fdranii), tot el va deveni muncitorul de la oras, 
baza civilizaliei moderne, a§a cum a fost, veacuri de-a randul, fundamentul civilizaliei rurale 
arhaice. Nici sateanul polonez nici cel roman nu se intovarasese cu strainii. Sunt tolcranti §i se 
ajuta, daca sunt oameni de omenie, insa in rest raman ca uleiul si apa. N-au dorit niciodata sa 
stapaneasca ceva ce nu le apartinca, dar nici n-au cedat ce era al lor, alungandu-i in fonne 
violente pe venetici. Rela|iile interumane decurg in limitele normalului §i cvolufiile lor nu 
sunt determinate de apartenenta etnica, ci de cal i tali le §i defectele umane inerente fiecaruia. 

Ambii autori arata ca, in majoritatea timpului, atitudinea caracteristica a jaranilor e 
resemnarea, dublata de credinta in Dumnezeu, mai accentuata la eroii reymontieni. La 
inceputul romanelor, satenii sunt arata(i ca purtand povara greutafilor, asumandu-§i destinul 
care i-a harazit sa munceasca sisific pamantul fara a se bucura deplin de rodul lui. E drept ca 
par a se fi impacat cu aceasta soarta grea si injusta, straduindu-se sa supraviejuiasca §i sa-si 
pastreze demnitatea, insa Reymont §i Rebreanu arata, in momentele cheie ale operelor lor, 
energiile si revolta care clocotesc sub lespedea acestei resemnari. O rabdare nemasurata ii 
caracterizeaza. Autorii pun in lumina cu sarcasm un paradox al situatici taranului: e portretizat 
ca lene§ si lipsit de simtirc tocmai de catre exploatatorii lui dintotdeauna, care percep in acest 
mod deformat capacitatea sa de a indura, si care, deliberat, tree cu vederea faptul ca (aranul nu 
poate avea tragere de inima daca lucreaza doar pentru altii §i e tinut mereu in intuneric. 
Refuzul de a-i imbogali pe stapani din truda proprie se oglinde§te in ritmul muncii §i devine o 
modalitate de autoaparare pentru jaran, nu e lene degradanta. Daca la Reymont exista o vaga 
idee conform careia cei saraci sunt a§a si datorita lenei, Rebreanu demoleaza aceasta pre- 
judecata, aratand ca (aranul munce§te pentru aliii fara rasplata, fara speranta, fara bucurii; e 
sarac pentru ca lumea e intocmita stramb, iar incetineala muncii, cand si daca exista, e o 
reaejie normala, care vine din descurajare. 

Jaranii polonezi si romani se inchid in saracie ca intr-o carapace §i devin incrancenali, 
violcnti, greu de abordat §i aproape de ncintclcs. Pe de alta parte, insa, lipsurile ii fac solidari. 
Lupta impreuna ca un organism urias impotriva mosicrului, fura impreuna de la cei boga(i, au 
acccasi bucurie in priviri §i acelea§i ganduri cand reimpart averile acumulate de altii din 
munca lor. Rebreanu §i Reymont creeaza personaje care se ridica §i coboara prin propriile 
calitaji ori defecte; totu§i ambii romancieri exprima implicit ideea ca, daca au limite, (aranii le 




98 


Iulian Boldea, Cornel Sigmirean (Editors) 

MULTICULTURAL REPRESENTATIONS. Literature and Discourse as Forms of Dialogue 
Arhipelag XXI Press, Tirgu Mures, 2016 
ISBN: 978-606-8624-16-7 
Section: Literature 


au din cauza obscuritStii culturale si a sSrSciei. 

Momentele de agresivitate apar cand e amenintat pSmantul, fie din perspectiva averii 
personale, fie din cea a interesului national, dar si Rebreanu si Reymont aratS cS, pe langS 
aceste izbucniri indreptaptc, exists in universul rural un fond de violciRa primarS latentS, care 
se manifests chiar si in familie (cruzimea lui Vasile Baciu cand o bate pe Ana, infruntarea 
dintre tatS si fiu pentru avere, in care Maciej fi Antek Boryna nu mai simt decat urS unul fa(a 
de altul fi sunt gata sS se omoare). Individual (prin prim-planuri: Ion, Antek, Vasile Baciu, 
Maciej Boryna) sau colectiv (rSscoala ori lupta pentru pSdure), oricum ar fi prezcntap, taranii 
sunt un amestec straniu de candoare, curajenie sufleteascS, violcnta, sirctcnic si patimS. 

Prozatorii realifti folosesc o tehnicS similarS in prezentarea sufletului contradictoriu, 
plin de intortocheri ciudate, al taranului. Se consemneaza in principal actiunile personajului, 
nu fi detaliile mecanismului afectiv ori procesul profund al gandirii. Vocea auctorialS se 
abtinc de la comentarea caracterelor, conturandu-le doar prin lumini fi umbre, inregistrand 
cinematografic acjiunea. Toate personajele rurale au o reciprocS dependents care ii leagS panS 
aproape sS-i incStufeze. Nici unul din oamenii infSfifafi in roman nu trSiefte o vial,S distinctS, 
individuals. Top sunt strans unip fi se completeazS ca pSrfile unui acelafi uriaf organism. 
Eroul principal al epopeei este in realitate satul. Ceilalfi, indivizii, sunt doar parti constitutive 
ale unui tot fi dobandesc, prin chiar aceastS calitate, caracterul de tipuri care rezumS vial,a 
genera|iilor precedente. Franturile de ganduri fi decizii ale fiecSrui individ se ciocnesc fi se 
contopesc intr-o hotSrare colectivS. SingurState fi izolare nu exists, afa cum nu exists fuga din 
faja unor probleme nerezolvate incS; (Sranul face fafS deschis greutS^ilor fi nu-fi permite 
rSgazuri de rStScire, fiindcS nimeni nu muncefte in locul lui pentru supraviejuirea sa. Vial,a 
satului e croitS in afa fel incat omul nu se poate ascunde de ccilati fi nici nu poate opri pStrun- 
derea, uneori violentS, a altora in vial,a proprie. Dependent reciprocS a tSranilor vine din 
modalitatea colectivS de a gandi, din interesele cornune (lucrSri agricole, posibilitatea de a 
mai obtinc pSmant), din caracterul complementar al rnuncii fiecSruia (jSran, morar, fierar, 
invStStor, preot), fi e in stransS legSturS cu solidaritatea lor in fa|a pericolelor fi sSrSciei. In 
plus, profilurile individuate de care pomenea Rebreanu nu rezumS doar permanen|ele 
trecutului, ci fi mental itSp tipice din satul contemporan autorilor: Ion e patima pentru pSmant, 
Hanka e femeia care continuS demn, ca o luptStoare care invinge in cele din urmS, renSscand 
din cenufa dragostei umilite; Maciej Boryna fi Vasile Baciu sunt pSrintii, gcneratia in varstS, 
care nu renun^S la ogor, pentru cS asta ar insemna sSrScie, umilintS, sfarfitul independentei, 
practic moartea socials, dacS nu chiar fizicS. 

Vial,a ruralS se organizeazS confonn succesiunii anotimpurilor. Fiecare an seamSnS cu 
ceilalfi, inscriindu-se intr-un tipar temporal etem, care ii dS (Sranului o aureolS miticS, o 
valoare simbolicS, emblematicS fi il prezintS ca pe un factor de permanents. Ion - nume atat 
de rSspandit, incat a ajuns aproape substantiv comun, denumind o clasS socials - e un 
personaj generic fi e pus intr-o situate clasicS, tipicS: sSrac, n-are altS fansS decat sS asculte 
glasul pSmantului, apoi nu poate inSbufi glasul iubirii. RSscoala e fi ea o atitudine specifics a 
tSranului impilat. Cartea lui Reymont se structureazS in patru volume, fiecare arStand un 
anotimp, cu muncile fi atitudinile umane inerente lui. AlSturi de curgerea timpului istoric, 
romancierii consemneazS integrarea personajelor in cercul temporal etern al interacliunii 
mitice cu pSmantul. Traiul pe douS coordonate ate timpului explicS o parte din particularitSlile 
eroilor: rSbdarea, rezistenta, resemnarea, caracterul peren al creatiei lor estetice, nesecata 
putere de muncS, sentimentul datoriei fatS de glie fi neam. MSiestria romancierilor constS in 
aceea cS au creat caractere deopotrivS tipice fi particular-individuale, independente, dar fi 
pSrfi conectate ate unui intreg, rezumand reacliile unui grup social, concret istorice, dar fi 




99 


Iulian Boldea, Cornel Sigmirean (Editors) 

MULTICULTURAL REPRESENTATIONS. Literature and Discourse as Forms of Dialogue 
Arhipelag XXI Press, Tirgu Mures, 2016 
ISBN: 978-606-8624-16-7 
Section: Literature 


generice si eteme in acela§i timp. E un alt paradox al taranului, pe care scriitorii il ilustreaza 
magistral: pendularea intre acum si dintotdeauna. 

Rebreanu vorbe§te astfel despre personajele reymontiene: „Jaranii lui sunt construifi 
din materiale foarte dure, conturap parca cu toporul. Cand ni-i arata in colibele lor, fac 
impresia ca de-abia se pot misjca sau ca rnereu se izbesc cu capul de tavanele prea joase. Afara 
insa, in aer liber, taranii lui au miscari gigantice, umbla ca ni§te colo§i, se exprima ve§nic in 
limba veritabila si frumoasa a (aranului polonez care se pare ca a pastrat intr-insa gustul 
pamantului ca §i limba taranilor no§tri“. Tot statura uriasa au §i eroii rebrenieni si nici ei nu 
pot fi ingradifi de limitele comune. Sunt inalti, bine lcgap, ca Petre Petre, Ion §i Mateusz, 
Antek ori Maciej Boryna; degaja o impresie de for (a §i agilitate, de autoritate §i energie. 
Munca si lupta pentru dreptul lor i-a asprit. Sunt in mod natural liderii grupului in care se afla: 
de Ion asculta ccilalti flacai din sat, iar pentru asta George il pizmuie§te, Petre da tonul 
acpunilor mulfimii, Antek ramane punctul de reper pe care il cauta top cand Boryna zace 
dupa bataia pentru padure. inclcstarea intre doua forfe sensibil egale produce descarcarea urii 
§i conduce la un final amiabil (lupta lui Mateusz cu Antek, din care primul e batut rau, cu 
coastele rupte, luat pe sus si aruncat in iazul morii, culmea ofensei pentru un flacau asa de 
zdravan; motivul era Jagna; dar ura nu va persista §i ei vor redeveni prieteni). 

Cat privcstc contopirea cu pamantul etem, dincolo de viafa si de neant, nici unul din 
scriitori nu-si arata eroii dornici sa se intoarca prin rnoarte in pamant, ei le reliefeaza 
extraordinara fori,a vitala, de regenerare §i progres, conform careia ei vor sa-1 cultive, sa-1 
supuna vointci lor. De fapt (aranii se tern de fenomenul enigmatic al mortii (Ana, Kuba, 
Agata), iar cand pa§esc dincolo de existenfa parca s-ar semana pe ei in§i§i in farana, asa cum 
moare Boryna, cu fata la pamant §i cu bratclc deschise, parca imbrap^andu-1. 

Importanfa sociala (privilegii si datorii) pe care o are personajul in sat e in functie de 
avere. in raport direct cu aceasta, el participa §i la acpunca romanului, mult mai mult spapu 
narativ acordandu-se gospodarilor decat clacasilor. Gospodarul e cel care poseda multe loturi, 
e privit cu respect §i interes de ccilalti, e ascultat, i se prcfuicsc inteligenfa, munca, spiritul 
practic, oamenii ii cauta prietenia §i sfatul. in biserica sta la loc de cinste, in fa|a, langa altar, 
pe cand saracii stau aproape de ie§ire. Maciej Boryna, spre exemplu, gospodarul de frunte, are 
cuvantul hotarator in disputa dintre tarani §i boier. Sfatul satului ii incredintcaza conducerea 
mulfimii in imprejurari critice: mosicrul vanduse padurea la care aveau drept §i (aranii. Cei 
bogafi sunt socotifi si cei mai intclepti, iar cei fara pamant, slugile §i ccrsctorii nu au dreptul 
sa-§i spuna parerea in sfatul ob§tesc ori sa ocupe locuri de frunte la carciuma sau la slujba. 
Bogafii nu mananca odata cu argafii, pe care ii privesc cu un dispref ingaduitor (ca in 
romanele Avanpostul de Prus sau Setea de Titus Popovici). Comportarea bogafilor e unitate de 
masura in plan etic pentru cei nevoiasi: argafii Kuba si Pietrek se straduiesc adesea sa imite 
fermitatea si vorba ponderata din conduita lui Maciej Boryna. §i cei bogafi §i cei saraci iubesc 
cu patima pamantul. El e sursa bunastarii materiale si a prestigiului in stratillcarea rurala. 
Posesia lui regizeaza desfa§urarea intregii vie(i sociale, duce la drame si tragedii, la conflicte 
violente, care consuma uria§e energii afective si materiale. Cei bogafi sunt mandri ca sunt 
fruntea satului §i-§i pazesc mosia cu strainicic, neamestecandu-se cu cei mai saraci. Au un 
ascendent fafa de cei fara avere, a caror comportare e sfioasa §i umila, ca a Agatei ori a 
Glanctasului. Pentru ca le da intaietate in ierarhia satului, averea determina in mintea 
posesorilor ei o supraestimare a insu§irilor personale, ce evolueaza de la siguranta de sine la 
trufie. Scriitorul roman e mai aproape de adevar, aratand ca daca e bogat, personajul nu e 
neaparat §i inteligent, demn de stima ori liderul comunitafii, ca in cazul lui Vasile Baciu, 
despre care tofi cred ca patima pentru pahar nu-i face cinste. Fara pamant nimeni nu e luat in 
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seama, oricate cal i tap ar avea: Ion e muncitor, gospodar, mandru, voinic, islet,, dar, pentru ca e 
sarac, e jignit de viitorul socru, care ii spune ca ii trebuie ca ginere un om cumsecade, nu o 
fleandura, nu un talhar ca el, pe care-1 va sili sa nu se mai apropie de fata lui. 

Pamantul e catalizator. Scoate la iveala tot ce-i bun si tot ce-i rau in far an: harnicie, 
putere de munca, devotament, perseverenfa, dragoste de viafa, integrare armonioasa in natura, 
voinfa de a invinge, puritate si frumusefe spirituals vizibila in obiceiuri legate de cultivarea lui 
sau de stransul roadelor, dar §i darzenie, ranchiuna, §iretenie, agresivitate, dorinta patimasa de 
razbunare, uitarea omeniei elementare fafa de familie si aproape. Exista o fort a mai presus de 
ei care ii face capabili sa-i oblige pe ccilalti (boier sau consatean instarit) sa li-1 vanda ori sa 
li-1 dea pur si simplu (faranii reymontieni il conving pe mo§ier sa le vanda lor pamantul, iar 
Ion il fortcaza pe Vasile Baciu prin insclarca Anei). Oricat de rai ar fi insa, nu ajung la cru- 
zimea lui Buteau din romanul zolist. Taranul e o impletire de alb si negru din punct de vedere 
moral, iar factorul economic dezvolta niste insusiri deja existente in caracterul lui. Chestiune 
de suprema importanta in viafa, ogorul ii face pe farani suspiciosi. N-au incredere in mosicr, 
in notar, in ministru ori judecator, nici macar in consateni. Patima pentru pamant nu e o 
banala sete de bogafie, ci se implete§te cu dorinfa ancestral! a taranului de a fi tratat demn de 
catre ceilalp si de a trai normal, nu intr-o saracie subumana. De aceea i§i spune Ion „trebuie s- 
o iau pe Ana... trebuie“, si tot de aceea taranul reymontian cugeta ca mo§ierii sunt ca lupii 
care stapanesc tot imprejurul gospodariei lui tot mai mici §i mai greu de dus pe zi ce trece; 
cercul se strange rnereu, iar omul fara pamant simte ca pare! n-ar avea picioare si nu ar putea 
ajunge nicaieri. Fire§te, cu unele retu§uri, ideea de baza e ca valoarea socio-umana a 
personajului e data de avere: e§ti cat ai. De aceea calculele sentimentale §i matrimoniale 
pomesc de la ideea extinderii loturilor si rotunjirii averii. Batran si atat de bogat, urmand sa se 
insoare cu Jagna, de departe cea mai frumoasa fata din sat, cu avere considerabila, Maciej 
Boryna se gande§te totusi cu precadere la terenurile bune din zestrea viitoarei sot,ii, care, 
situate chiar langa ale sale, i-ar mari avutul. Si dragostea §i casatoria urmeaza mecanismul 
asocierii §i redistribuirii pamantului. De aceea si in satul rebrenian si in cel reymontian exista 
regula nescrisa conform careia personajul e bine sa stea cu cei de o seama cu el, pentru ca 
legaturile dintre polii opu§i ai acestei ierarhii genereaza tragedii (Ion, Ana, Florica, George, 
Szymek si Dominikowa - mama sa); e bine sa stavilcsti sentimentele care se opun calculelor 
fimeiare. Fupta pentru pamant e lupta pentru existen(a. Cei instarip vor tot mai mult, cei 
sarmani ceva, oricat, pu(inul care sa le asigure traiul §i respectul. Inclcstarca pentru a-1 obtinc 
e generatoarea majorita(ii evenimentelor din lumea rurala, pe care autorii le urmaresc atat in 
plan general, social, cat si in oglinda, in universul limitat al familiei. Aceasta altemare de 
unghiuri in observarea acclciap probleme ni-i arata pe cei doi creatori ca maestri ai contra- 
punctului, care se debaraseaza in mod realist de orice comentariu. In cadrul restrans al 
familiei, patima pamantului imbraca de cele mai multe ori forma unui conflict intre generatii. 
Autoritatea lui pater familiae e contestata de 11 i i insurap care vor sa preia conducerea §i 
privilegiile ce decurg din aceasta. Tinerii se plang de inferioritatea in care sunt tinufi in 
virtutea traditici. Impulsivitatea varstei lor condamna incetineala batranilor in a lua hotarari. 
Cred ca sunt persecutafi de cei varstnici §i se revolta impotriva lor. Fa randul lor, ceil alp nu 
re nun (a de buna voie la autoritatea pe care o au, cata vreme mai pot munci. Sunt si ei 
indaratnici, pentru ca alpi care au cedat au sfanpt trist, copiii nu i-au ingrijit, iar ei s-au stins in 
mizerie §i uitare. Oamenii se abrutizeaza, luptandu-se pe vial,a §i pe moarte cu parintii, firapi 
ori socrii, pentru pamant: Ion cu tatal Anei, Antek cu tatal sau, Szymek cu propria mama ori 
ginerele cu socrul sau, Bartek, pe care-1 bate cu ura si disperare dupa o jumatate de an de 
cearta fara rezultatul sperat - obtincrca loturilor; tot satul se mira de ticalosia la care s-a ajuns 
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cand preotul se duce la omul in agonie, insS astfel de lupte vor continua. Pasiunea pentru 
pSmant influcnl.caza cvolu(ia psihologicS, adesea exacerband patologic unele laturi caracte- 
riale specifice: IScomia, agresivitatea, ori tending pStimasS de a-si pSstra §i spori averea prin 
orice mijloace. Conflictul intre taran ii cu pamant §i cei fSrS pamant e consemnat indirect la 
Reymont §i direct la Rebreanu. In interiorul familiei ori in afara ei, toate stSrile tensionate se 
rezolvS in favoarea celor avup, chiar in dauna propriilor copii, mai curand alungap §i 
dczmostcniti decat pu§i in drepturile lor inainte de moartea parintilor. 

Tot pSmantul, insa, e cel care-1 umanizeazS pe taran, il ridicS la o demnitate demi- 
urgicS in procesul muncii. Dragostea pe care i-o poartS omul din popor e covar§itoare §i 
naturals, cSci nu-1 prive§te ca pe un obiect de exploatare, ci ca pe o Uinta vie, fa(a de care 
nut res tc un sentiment straniu de adoratic si teamS. In acest context, nici Rebreanu, nici 
Reymont nu se pot abtinc sS nu prezinte, fara insa a insista, poza hieraticS a taranului in fata 
ogorului pe care-1 stSpane§te §i cSruia i se dedicS, dandu-i si ultimul strop de vlagS, §i pe care 
il sSrutS sau il imbrafi§eaza patimas cu privirea. La personajul reymontian sentimentul 
identi Ucari i cu natura e un resort suplimentar al acestei atitudini. Pamantul e rostul de a fi al 
sSteanului §i are un glas auzit si intclcs numai de cel care-1 munce§te. Oamenii il lucreazS cu 
frenezie, cu disperare. Taranul se infigc in pamantul lui precum copacul. Pamantul e tragedia 
sau fericirea pentru individ, dar §i pentru colectivitate. El seamSnS discordii §i dezbinSri, dar 
tot el ii coalizeazS pe sSteni, ii solidarizeazS in lupta pentru un scop comun. Buni sau rSi din 
cauza dramelor anonime dar intense pe care le trSiesc, oamenii sunt solidari §i milostivi. 

Reymont analizeaza problema doar din perspectiva taran ului, in timp ce Rebreanu o 
reflecta in oglinzi multiple: parerea avocatului, mo§ierului, arcndasului, ziaristului, 
ora§eanului etc. In satul polonez oamenii discuta despre ce scrie la gazeta, anume ca nimeni 
nu traicstc asa greu ca ei: mosicrul fi-e stapan, popa fi-e stapan, slujba§ul fi-e stapan §i nu-fi 
ramane decat sa le munce§ti tuturor, sa le faci temenele §i sa mori de foame. Satenilor nu le 
mai ajunge cat au. Peste pufin timp o sa ramana doar cate o brazda de om, in timp ce boierul 
are mai mult decat ar avea doua sate impreuna. Jaranul a fost condamnat la o existenfa 
aproape vegetala veacuri de-a randul, o viafa de chinuri §i umilinfe, pe care numai el o putea 
indura, indaratnicindu-se in rabdare, fiind inceputul si sfar§itul pentru neamul sau, constanta 
care a pastrat fiinfa nationals §i glia, in timp ce bogafii §i orS§enii plecau primii, luand cu ei 
aurul care le asigura, oriunde, aceea§i viatS de ble§ug. Arenda§ul pleacS la inceputul 
tulburSrilor, de nevoie. TSranul nu pleacS nici de voie, nici de nevoie; smuls de pe ogorul lui, 
ar fi ca un arbore dezrSdScinat. 

Patima ancestralS pentru pSmant e infafi§atS de cei doi romancieri folosind aceea§i 
tehnicS: ilustrarea la nivel individual, prin personaje memorabile, de o deosebitS for|S vitalS §i 
expresivitate (Ion, Antek, Maciej Boryna, Vasile Baciu), la care se adaugS analiza mentalitSfii 
generafiilor in conflict, pentru ca apoi, la un ultim nivel, sS se renunfe la investigarea acestei 
probleme in atmosferS pasnicS, ea fiind reliefatS in context violent §i colectiv (lupta pentru 
pSdure a (Sranilor reymontieni, rSscoala tSranilor rebrenieni). Se remarcS indiscutabil o 
gradare a ISrgirii orizontului, o viziune care, pe mSsurS ce se deschide, se §i generalizeazS. 
Nici unul dintre scriitori nu precizeazS concret momentul istoric exact al acfiunii, 
concentrandu-se asupra trSsSturilor de bazS ale tSranilor §i asupra caracteristicilor luptei lor. 
De aici se degajS o puternicS impresie de permanents, atemporalitate si generalitate a 
semnificatiei. TSranii i§i poartS dusmSnia sub haina umilintci ancestrale, a glasului supus §i a 
atitudinii docile. 

Romancierii recurg la modalitatea artisticS de a caracteriza eroul colectiv prin 
intermediul gandurilor unui personaj individual situat in afara scenei concrete a revoltei 
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(arenda§ul Hie Rogojinaru, moperul, notarul reymontian ori pretorul). Deci revolta si 
consccin(clc ei prilejuiesc o rotire de medii. Rebreanu p Reymont folosesc procedee comune 
de caracterizare. Modalitatea obisnuita e convcrsatia, fara ca vreun personaj sa iasa clar p 
irevocabil definit din discupa purtata de mai mulp insi. Impresiile se suprapun, conturand in 
perspective eroul. Autorii exploreaza prczcn(a eroului colectiv la diferite niveluri, pornind de 
la cel de baza, unde masele sunt vazute ca un personaj cu suflet obscur, cu procese de inte- 
ligenta si vointa incete, in care dcstcptaciunca e inlocuita cu viclenia p umorul sinistra, pana 
la treapta superioara unde gloata nu mai are, in dezlanfiiirea ei, ceva peiorativ, ci e un simbol 
al energiei p setei de dreptate a poporalui. La fel de impulsivi ca (aranii polonezi, cei romani 
par, to tup, mai incordap si mai concentrap in goana lor dupa pamant, cu miscari suflctcsti 
mai pupn lejere, ce se dcsfasoara pe suprafctc mai reduse. 

Eroul colectiv raponeaza intr-un fel aparte, prezentat similar cu o extraordinary intuipc 
de cei doi scriitori. Gandurile circula de la individ la individ. Fiecare reia si cantarepe ce s-a 
spus anterior, iar succesiunea replicilor reda procesul cejos p gradat in urma caraia se iau 
deciziile. Mintea e o scena pe care se lupta diverse idei p intenpi. Rebreanu p Reymont 
extind aceata scena cand redau elaborarea ideilor eroului colectiv, punand cate un personaj sa 
exprime succesiv cate una din atitudinile acestei lupte. in consecinja, dramatismul create p 
din punct de vedere al construcpci, scena se articuleaza mai bine, e mai clara si mai usor de 
urmarit, ca sa nu mai vorbirn de faptul ca ambii prozatori arata realist ca gloata - orice fel de 
gloata - nici n-ar putea gandi mai nuan|at sau in alta succesiune de etape. Pana sa fie definite 
p exprimate, parerile penduleaza intre polii opup, ceea ce se oglindcstc in folosirea modalelor 
comparative care schimba contural ideatic in mod neapeptat, pana aproape de contrariul 
opiniei de baza anterior exprimate. 

Aspectul fizic al eroului colectiv denota forta, tenacitate, neinduplecare, dar, 
paradoxal, §i slabiciune. Gloata e formata din oameni cu obrajii galbeni si supp, care zvacnesc 
cand i§i aud rnajele ghioraind de foame, dar si din Petre Petre ori Antek, simboluri ale puterii, 
inconjurate parca de o aura speciala. inalti, bine cladip, hotarap, cei doi seamana §i in 
nerabdarea de a folosi mijloace violente impotriva boierilor. Totu§i, acestea sunt ni§te simi- 
litudini exterioare, pentra ca cvolupa ulterioara a personajelor si concepjia de baza asupra lor 
sunt fundamental deosebite. Eroul colectiv si tot ce se afla in jural lui se dimensioneaza 
enorm. Suma acpunilor sale, foarte greu coordonate, da impresia de forta care oscileaza intre 
dezorientare si dezlan|uire violenta, iar daca la inceput exista o gradare a gesturilor, ea se 
pierde treptat intr-o aglomerare de scene intense, aparent disparate, pe care le une§te 
disperarea luptatorilor. 

In romanele rurale se face monografia individuals §i colectiva a setei de pamant ancestrale a 
taranului. Scriitorii recurg la un paralelism intre generajii: Ion §i Vasile Baciu sunt doi egali la 
varste diferite, la fel ca Antek si tatal sau, Maciej Boryna. Trasaturi comune le sunt setea de 
pamant, automistificarea (se autoin seal a spunandu-si ca nici o scadcn(a nu ii ameninja, ca i§i 
pot pastra la ncsfarsit averea si statutul social privilegiat, ca nu au in nimeni vreun rival 
serios), tehnicile asemanatoare de lupta impotriva adversaralui (invata unul de la altul sa folo- 
seasca aceleap arme; paradoxal, du§mania ii aproprie), simetria in lupta §i reciprocitatea 
solupilor (rolurile se inverseaza, dar batalia continua). Top due un razboi in cere inchis §i nici 
unul nu va ie§i invingator. Ion §i Vasile Baciu sunt la fel de incapafiinati, urmarind tenace ace- 
lap scop pe care si 1-au stabilit gandind unilateral. Vasile Baciu simte in Ion un v raj mas: cum 
a fost el in tincrctc, a§a e feciorul Glanetasului acum. Cineva care-i judeca din afara intclcge 
mai greu conflictul: amandoi par niste (arani de treaba, fara deosebiri de netrecut: daca unul e 
bogat, in schimb celalalt e dezghejat §i mai harnic, ceea ce face uneori cat o mope. Sunt 
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semefi §i 1 ipsi^i de omenie in acccasi mSsurS: socrul nu i-a dat fata cand a vrut ginerele, acum 
ginerele nu o mai vrea, de§i socrul i-ar da-o. TatSl Anei se imbogSfise ca §i Ion, dar i§i cinstise 
§i i§i iubise sotia bogatS; din top copiii supravicfuisc doar Ana, fa|S de care bStranul avea, 
intr-un cotlon depSrtat al mintii, sentimente de urS, fiindcS pentru a aduce pe lume un copil 
oarecare ii rnurise nevasta, sprijinul sSu, ISsandu-l singur si fSrS rost pe lume; cand a 
inmormantat-o, a ingropat si o parte din sufletul lui. Ion §i Antek, acccasi generatic, reprezintS 
portretul tipic individual al (aranului. Parafrazandu-1 pe CSlinescu, loti flScSii din sat sunt 
varictap de Ion §i Antek. Amandoi au o delimitate structuralS §i un si ml, al onoarei emble¬ 
matic. Ion spune: „Mai bine sS ma spanzure decat sS ma calce in picioare“, acccap mentalitate 
pe care o are §i Antek in conflictul cu autoritaplc pentru §coalS si pSdure. Sunt plini de 
incredere in propria persoanS, mergand panS la sfidare fa|S de cei din jur. Harnici, lucreazS cu 
spor, simt plScerea de a munci, bucuria de a realiza ceva. Oboseala il intSrata ca o patimS. 
Munca ii era dragS, oricat ar fi fost de asprS, ca o ravnS ispititoare. Uneori lucra ca si cum §i- 
ar fi pus in gand sa se imbogSfeascS intr-o clipS, ca sa scape de orice grijS. Caracteristic le e 
faptul ca sunt energici. Pentru a-§i atinge scopul mutS muntii din loc, nimic nu li se pare 
imposibil §i sunt in stare sa invingS in orice confruntare, oricat de nefavorabilS le-ar fi postura 
inipala. Vointa e o definitorie pentru ei. I§i disciplineazS forte le si i§i focalizeazS interesul 
asupra unui singur (el. Si feciorul Glaneta§ului si cel al primului gospodar din Lipce sunt am- 
bi|io§i; dacS nu sunt fruntea satului, li se pare ca nu sunt nimic. Sunt lacomi, nimic nu le 
ajunge. LScomia lor se imbinS cu frustrarea, complex sub presiunea caruia rcacl,ioneaza 
violent, ignorand orice bariera, ca Ion, cand trage o brazda §i in dclnita lui Simion Lungu, 
teren care-i apartinusc mai demult. Cele doua personaje sunt stapanite de un egoism 
fundamental, din care nu pot ie§i. Fiul Glanctasului asculta nerabdator pasurile invalatorului, 
la care venise dupa sfat. Ce-1 interesau pe el grijile altora? Numai necazul lui il rodea. Cere 
sprijin de parca ar fi uitat deja cat rau ii pricinuise lui Herdelea inainte, cand acesta il ajutase. 

Neputin^a se manifests in forme violente. Ion o bate pe Ana cu ura celui incapabil de a 
face altceva in fa^a calculului victorios, pentru moment, al lui Vasile Baciu. Tot astfel, in fata 
imposibilita^ii de a o avea pe Jagna, Antek se razbuna pe so(ic, singura care-1 iubestc §i care-1 
sprijina. Pentru pamant se bate cu tatal sau, inclcstap intr-o ura salbatica, strivindu-se si 
sugrumandu-se. In urma luptei, fiul, unul dintre cei mai putemici oameni din sat, e dus in 
partea cealalta a casei §i stropit cu apa, pentru ca e mai mult mort decat viu. Batranul n-avea 
nimic, doar scurta pul,in rupta §i fa^a vanata de manie. Argatul judeca taios ca se bat de prea 
mult bine. Spre deosebire de brutele lui Zola insa, taranii reymontieni §i cei rebrenieni au o 
inocen(a naturala, care ii salveaza de la degradarea iremediabila. Antek §i Ion au acela§i 
orgoliu pagubos §i inutil, acccasi trufie fara finalitate care ii macina si ii alieneaza. 

Ambele personaje sunt cxponenti vigurosi ai clasei din care fac parte, eroi de epopee 
care traiesc o criza a viefii de familie, fie cea a intemeierii propriului camin, fie cea a pasiunii 
mature, adulterine, care ii zguduie temeliile. Amandoi incearca sa-§i forfeze destinul, fiecare 
dorind ce nu are §i nu va putea pastra vreodata: Ion pamantul, impreuna cu apartcnenta la un 
alt mod de viafa, Antek pe Jagna, frumusctca ideala ravnita de top. In urmarirea scopului, ei 
sunt har(uiti permanent de doua fatalitap, una tipica iar alta individuals, care ii fac sS 
penduleze intre stSri emotionalc extreme, fericire sau urS, fSrS cale de mijloc, fSrS reconcilieri. 
Fatalitatea tipicS e lipsa pSmantului §i lipsa de farmec a sofiei, dupS ce munca si greutSfile au 
asprit-o iremediabil, iar cea individuals constS in firea violentS §i pStimasS a eroilor, care ii 
face sS reacfioneze dezastruos §i previzibil in oricare circumstance. In ce prive§te pSmantul, 
cele douS personaje sunt stSpanite de logica durS a realitSfilor. I§i doresc cu orice pref averea 
care le-ar asigura indcpendenta. Atitudinea lor fajS de ogor e insS dublS: il muncesc cu dSruire 
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§i se comporta ca stapanii lui, dar ii subjuga patima pentru el. Din punct de vedere social, le-ar 
asigura statutul de lider spre care tind si respectul unanim al comunitapi. Cele doua personaje 
au o mare tensiune interioara, mereu sfapafi intre porniri contrare, nutrind constant dorin(a de 
a unifica polii dilemei in care se afla. Acumularea de patima ii duce la alienare, la sus- 
pendarea parpala a adevarurilor imediate, la o instrainare de real traita in rniezul realului 
insup. Fara pasiunile impetuoase, aspre p violente, de o fort a elementara, pe care le simt, 
vial,a le-ar fi ramas dreapta ca o brazda de plug. Patimile lor se coloreaza in lumina pacatului, 
iar ambii autori, realist, ii lasa prada unui foe interior cu atat mai devastator. Apoi amandoi 
recunosc in sinea lor ca au grcsit, realizand, spcriap, drumul degradarii pe care au pornit. Cei 
doi eroi reprezinta aceeap for (a vitala clocotitoare si nestavilita care poate ameninta echilibrul 
comunitapi. Satul e martor colectiv, o voce care le comenteaza drama. Naucip, cu mandria 
ranita, vor rcactiona haotic, crezandu-se singurele victime, pentru ca, orbip de focul interior, 
nu se mai vad cum sunt cu adevarat §i nu mai judeca in mod clar consccintclc purtarii lor. 

Cum spuneam, prin calilabile si defectele lor, ace§ti eroi sunt destine emblematice 
pentru lumea rurala, reprezentanp ai unor generafii succesive, cu acelea§i preocupari. 
Portretizarea lor evita extremele si indrepta|e§te constatarea facuta polemic de Ibraileanu in 
studiul despre Reymont, conform careia taranul e primitiv, dar complet, caci altfel n-ar da 
lumii, la a doua sau a treia gcncrapc, un Maiorescu ori un Anatole France. 
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Abstract: The paper focused on Kathryn Erskine’s Mockingbird expands upon an interesting type of 
relationship between metaphor and mind style (an impression of a world view) identifiable in the 
novel’s first person narrative. The first person narrator, Caitlin, a little girl suffering from Asperger’s 
syndrom, a form of autism, experiences difficulties in establishing communication and social 
relationships. So that such an experience could be properly tackled, Semino ’s mind style and Grice’s 
theory of the maxims of quantity and relation will be turned into account in order to reveal how 
through the processing of linguistic and psychological patterns possitive effects of communication and 
successful human relationship will be accomplished. 


Keywords: Erskine, Mockingbird, Semino, mind style, communication, social relationships, 
Asperger’s syndrom 


Kathryn Erskine’s “Mockingbird” expands upon an interesting type of relationship 
between metaphor and mind style (an impression of a world view) identifiable in the novel's 
first person narrative. The first person narrator, Caitlin, is a little girl who suffers from 
Asperger's syndrom - a form of autism which causes her problems with communication, 
social relationships and imagination, even though she has near-normal language development 
and average-to-high levels of intelligence. 

The book has received the prestigious National Book Award for the manner in which 
Erskine has treated “Asperger thinking” with a view not to making Caitlin “medically 
correct”, but rather a “believable” and “empathetic” character. 

Closely following this interpretative line, mention is to be made of the fact that Caitlin 
consciously ponders on her own difficulties and peculiarities, including her perceiving other 
people's use of metaphor. This is actually one of the main reasons why Caitlin finds people 
and the children in the school she is learning rather confusing. On page 95, for instance, while 
talking to Michael, whose mother had been killed on the same day and by the same person as 
her brother Devon, she hears him mention all sorts of metaphorical constructions that his 
grandmother would employ. 

For instance, the highly charged metaphorical construction “be an angel” addressed to 
Michael whenever his grandmother wanted him to bring her a glass with cold tea, makes 
Caitlin imagining an angel holding a glass with cold tea in its hand. The phrase “Hold your 
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pants tight” used by her grandmother instead of “be patient” makes her laughly ask him why 
he would put his trousers off. 

Caitlin also tries to understand metaphorical expressions and to use them properly 
when addressing grown-ups. For instance, she tries to explain “it rains cats and dogs”, 
mentioning the fact that cats and dogs do not fall on you; instead she emphatically gives the 
dictionary meaning “to pour out”/”to rain heavily”. To our surprise, she makes an attempt to 
explain “it rains frogs”, with the final conclusion that frogs may fall on you if they had been 
raised up by the storm. Caitlin's analytical mind and her remarkable perception regarding 
some physical aspects that normally pass unnoticed, although not consistently exploited by 
novelist, appear on page 117. During a charity action, Caitlin was asked to say something 
nice. To her father's surprise, noticing that somebody had hair in the ear she finally said: “I 
don't thi nk you are disgusting only because you've got hair in the ear” (118). Such statements 
prove that she is not reluctant to saying things that are obviously true. In other words, Erskine 
inspiringly exploits the “folk psychological notion” that autistic people have problems with 
metaphor and that they can hardly accept saying something that is obviously not true. 

In order to achieve her goal of making Caitlin “believable” without imposing to 
herself to achieve accuracy in medical terms or perfect “consistency” (Grice, 12) in terms of 
the narrative or linguistic characteristics, Erskine intuitively gains the quality of identification 
with the character by building for her a “secret dwelling of understanding”, rather than “a 
common structure of social understanding” (Gilder, 109). 

This “secret dwelling of understanding” is closely related to the movie entitled “To 
Kill a Mocking Bird” that Caitlin and Devon watched together. Since the father figure from 
the movie had already killed a mad dog that was likely to harm his children - Jem and Scout - 
who resemble Caitlin and her brother Devon a lot, Caitlin expected the father to kill a bird as 
well. In order to demolish Caitlin's pre-emptive subjectivity regarding the father's personal 
hostility to both animals and birds, Devon balances his logical cognitive demand, explaining 
to her the tile of the movie. 

To avoid to spoil the movie by rigidly imposing an inappropriate standard of meaning 
upon it, Devon states that it means the fact that “it is not correct to kill an innocent person, 
who, anyway, does not intend to harm anyone” (89). The emotional power of the statement is 
brilliantly rearticulated by Caitlin who claims that the bad people who fired their guns at 
school had not paid attention to the English class when the movie was discussed, because they 
“did not get” (89) at all the meaning of the book. 

By stating this meaning so strongly, Erskine is elaborating Devon's perceptual field 
and his intention to enlarge Caitlin's perceptual field as well. Caitlin's personality is built upon 
a qualitative, emotional and intuitive configuration which amounts to the following abilities: 
drawing, minding things, remembering things that the other people forget, looking for 
information in books and in the computer, helping people, hearing things the other can not, 
being kind, sincere, reading, preparing cereals properly, noticing things the others fail to 
notice, placing things in the washing machine and being persistent. 

In order to subsume or mediate these fragmented construct hierarchies into an 
integrated whole, in an attempt to “extend her mind beyond the skin” (Semino, 4), Caitlin first 
recalls the hospital scene when she learned that the doctors could not save Davon's heart. 
Then, inside the chest which Devon intended to be his project for the Scout Vulters, she 
fancies herself as being Devon's heart. 

This form of thinking herself embodied in Devon's heart reveals Caitlin empathetic 
quality of identification with him in an attempt to bring him back to life. Her failed 
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imaginative resurrection of Devon ends up with the same words that the people from the 
hospital uttered “We could not do anything” (104). 

The novelist exploits the role of limited versus elaborated choice in the reconstruction 
of Devon's death by simultaneously carrying out her interpretative responsibilities in the sense 
that Caitlin's father, profoundly affected by Caitlin's behaviour, turns on the TV for a change 
only to face another shocking image that of the killer of his son, brought about at Fox Fine 
News. Since the social cognitive understanding of what the killer had done amounts to an 
indecent gesture, the TV speaker concludes that in spite of his ironically pathological 
behaviour people could find now reconciliation. 

The novelist's attempt to impose an appropriate standard of meaning upon it, makes 
Caitlin look for the word “reconciliation” in the dictionary. And this is what she reads: “the 
condition of reaching an emotional conclusion due to a difficult event such as the death of 
one's beloved relative” (105). 

Given autism, and Asperger's syndrome in particular, Caitlin has difficulties in social 
relationships and communication. The unusual lexical and grammatical patterns reflect her 
condition. Such linguistic patterns are obvious in Caitlin's discussions with her father and, 
most specifically, in her discussions with Mrs Brook, the psychologist. Mrs Brook tries to 
make Caitlin improve her behavioural patterns such as those of looking at people while 
talking to them, of controlling emotions and of observing the other people's emotions, of 
refining her manners in terms of “tact” and “ability” when dealing with a difficult situation. 
“Empathy” (110) is presented to her as the amplifying of the value of attending properly to 
other people. 

The first step taken by Caitlin meant to demonstrate her ability to relate to other 
people involves Michael, whose mother was killed during the same accident as Devon. Her 
discussions with him are either uninformative (e.g. Michael wears the same overalls as Scout 
in “To Kill a Mocking Bird”, or it refers to things she wears and things she would like her 
father to buy for her), or too informative (I will be eleven next month). 

We join Caitlin and enjoy her “private” choice of interrelating with Michael (who is 
seven years old) and with his friends in terms of “belching” (120) the alphabet. The 
unconvential sounds and gestures are clear shreds of evidence of her need to empathetically 
interrelate with people. Her conclusion “They all consider me extraordinary” (120) suggests 
that Caitlin's communicative behaviour is involuntary rather than deliberate. Her involuntary 
behaviour is mainly related to Devon and his comments on the movie “To Kill a Mocking 
Bird”. Devon was claiming that the best part of the movie consists in the scene staged out by 
Scout when he addresses a mad crowd and makes them all leave simply saying “hello” and by 
mentioning the fact that he knows their kids from school. 

Since Caitlin pretends that she can't get the meaning of the scene, Devon explains to 
her that she is very similar to Scout as she always speaks obvious things, making people 
exclaim “Oh” and become pensive. Being told that she can solve a lot of things if she behaved 
like Scout, she wonders whether she could wear overalls similar to that worn by the heroine 
and thus reach reconciliation. Such a detail can be interpreted as the result of a genuine 
inability to realize what information is relevant and how much detail is required. 

If we interpret it following Grice's theory of the maxims of quantity and relation, 
according to which one's exchange of information should be as informative as required, and 
not more informative than it is required in order to be relevant, we could argue that Caitlin's 
behaviour can be regarded not as a “violation of the relevant maxims” (Semino, 12), but 
rather as an infringement of it. Thomas Jenny's concern with “infringement” (12) has brought 
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about the following explanation to infringement, namely that the non-observance of 
significant details arise due to the fact that his/her performance “is impaired in some way, by 
nervousness, excitement or because of some cognitive impairement” (Semino, 12). 

In Caitlin’s case, the “breaking” (12) of Grice's maxims of quantity and relation can be 
interpreted as an instance of “cognitive impairment” (12), due to her inability to realize the 
relevant details compared to the “irrelevant or distracting” (12) ones (a characteristic 
associated with autistic persons). Another cognitive limitation termed by Happe’s “theory of 
mind” consists in the inability to realize “the mental states of other people” (Semino, 13). 

It occurs several times with Caitlin when, for instance, she fails to realize that Josh, the 
one whose cousin actually shot Devon and two more people, instead of intending to harm 
Michael, another autistic child, he actually intended to protect and catch him in case he might 
fall while climbing the bars. Neither does she realize it when one of her colleagues tried to 
comfort another injured girl. 

When Rachel, another colleague passing by the school where Devon was shot, heard 
the hooter and thought that another armed attack took place, fell down from her bike and got 
hurt, Caitlin considered that she might want to hide so that nobody could notice her 
embarrassment. So she started making preparations rearranging the objects from the 
classroom. Her rearrangement of various objects and her sincere remark that Rachel's face 
looked “swollen and bluish and repulsive” (111) made everybody consider her odd and 
unfriendly. 

For further revealing the workings and limitations of Caitlin's mind, we posit that they 
mostly arise from her relationship with telling the truth. It goes without saying that when she 
noticed Rachel's injured face she could not have said anything else, because it would have 
meant to disregard the truth about it. 

Contemplating a possible relation between mind style and pragmatics, we assume that 
the presentation of Caitlin's conversational behaviour is achieved mainly through the use of 
direct speech. For instance, before presenting Johs's determination to no longer abuse the 
autistic child William H, the novelist minutely describes how Josh violates William's “Private 
Space” (Semino, 13) casting him to the ground. After that Josh starts smiling maliciously 
which generates a double reaction on the part of Caitlin. Firstly she ponders that people 
should not smile when they harm somebody because smiling stands for kindness. Secondly, 
she decides to interfere and talk to Josh. The latter addresses her saying “You are like a dog! 
You are slavering on your sleeve” (119) - a reference to the fact that whenever she felt 
embarrassed, she used to suck the sleeve. 

Consistent patterns of communicative behaviour are exploited by the novelist to 
emphasize Caitlin's attitude to details. So, she repeatedly utters that Josh should not violate 
the Private Space of another person. She even tramples on his own toe to show him what his 
“Private Space” is. Being linguistically aggressed by Josh, she replies saying” You should 
observe the Good Manners and say ‘Excuse’ me, please, but you are intruding upon my 
Private Space” (120). Since Josh keeps refusing to apologize, pretending that he did nothing 
wrong she looks at him and says “Oh yes. You did” (120) hoping that he will understand that 
she refers to his having aggressed Michael. 

Josh misunderstands her and convinced that she blames him for his cousin's having 
killed Devon, he replies “I don't have to apologize for that. It was not me who did it! See? It 
was my cousin! I did nothing” and continues “I can do nothing regarding the fact that your 
brother was killed”. “It's not my fault”. “No!” (121) His yelling makes her suck the sleeve; 
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she tries to run away as far as possible from Josh's yelling, only to realize that it was her own 
yell that has terrified her. 

A completely different behavioral-communicative background us revealed in chapter 
22 where Caitlin is introduced to Mr. Walters, the drawing teacher. As Caitlin refuses to be 
drawn by him, Mr. Walters chooses her father with a view to teaching her how to grasp the 
people's emotions while drawing their portraits. She watches him and directly comments on 
his drawings; noticing her special concern for drawing, Mr. Walters asks her to draw his 
portrait, encouraging her to start with the exterior of his head and then to slowly move to his 
eyes. 

As concerns the speech acts verbs used to introduce direct speech, Caitlin’s narrative 
does not contain common speech act verbs such as “admit, beg, demand, promise, warn”, a. s. 
o. Caitlin relies on basic verbs indicating the occurrence of speech, such as “say, tell”, and 
sometimes or less frequently on simple utterance types such as “ask, answer, call, explain”. 

The fact that Caitlin often uses indirect speech in order to explain to herself the 
intentions and attitudes that lie behind what the other people usually say, reveals, in our 
opinion, her attempt to surpass the difficulties of understanding the illocutionary force of the 
other characters’ utterances. 

For instance “I suck my sleeve. I don’t think there is something good in anything. And 
I wonder what could reconciliation do. And what it means. And when daddy gets back to the 
living room and turns off the television I ask him ‘What does reconciliation mean?’ He tells 
me that he has to call a neighbour, but when Mrs Robbins arrives, he forgets to ask what 
reconciliation means. He only says that she will look after me, because he has got a headache 
and that he has to take a shower. I wonder whether it is one of those showers when he cries. I 
close my eyes” (60). 

Since “reconciliation” is the key word of the entire novel, it lends a strong 
psychological and emotional tonality to Caitlin’s reporting conversations and her own 
thoughts. Caitlin reaches reconciliation by convincing her father to carry out Devon’s plan of 
building a chest, in the Mission style for the Scout Vulture project. The accomplishment of 
Devon’s project has given birth to a particular emotional change that has filled in the entire 
ceremony of recalling and praising the three victims of the shooting event when they all lost 
their lives. 

The principal’s reverential speech, which ends emphasizing the fact that the chest was 
finished and then donated to the school by Mr Harold Joseph Smith, Devon’s father and by 
his sister whom he adored, Caitlin, is followed by her insight into what Devon’s chest was 
like, with the name Scout carved and hidden under the lid and with the Mockingbird carved 
on the lid. The sequence of actions associated with the ceremony are well rendered by Caitlin 
and they include the fact that everybody applauds, that father blows his nose, wipes his nose, 
but smiles; it also involves Michael who smiles and points to her saying “she did everything” 
(131). 

Moreover, Mr Walters, the drawing teacher, holds out a drawing tablet and a big box 
with coloured pencils, adding that “I know you don’t like colours. But I have thought you are 
prepared to test them”. Her additional remark “Mr. Walter has got it. Maybe I will be also 
able to use them. I slowly hold out my hand and grasp the box with coloured pencils” (131) is 
indicative of her determination to capture the complete picture of objects, people, of herself. 
Consequently, her mental functioning may be perceived to be more or less standard or normal 
by the readers” as a result of the processing of linguistic choices and patterns in the text” 
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(Semino, 16) which reveal the positive effects of communication and of successfully 
accomplished human interrelationship. 
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Abstract: Some critics consider Holly Golightly from Truman Capote’s “Breakfast at Tiffany’s” a 
plain , vulnerable, and frivolous character whose single aim in life is to find a ‘home ’ by acting as a 
call girl for rich people; she feels the need to belong and, yet, not to be enchained at the same time. 
There are, still, other writers who believe that Holly is a woman ahead of her times, courageous and 
reluctant to conform to the gender roles of the post WWII era. The aim of this article is to highlight 
Holly’s paradoxical and difficult to categorize character, her ambivalence and complexity. She is both 
male and female and represents the child-woman, both innocent and experienced, conventional and 
non-conventional, simple and sophisticated. 

Keywords: ambiguity, ambivalence, belonging, independence, American Dream 


Introduction 

Contemporary identity relies on ambiguity and ambivalence. American literature, in 
particular, has always been, by nature, ambiguous and ambivalent. Writers always negotiate 
their identities in specific socio-cultural environments, times, and places. Ambiguity or 
duality is understood as a clash of opposing and irreconcilable forces and bipolar oppositions; 
it is about two opposite principles that cannot meet; ambiguity divides and, therefore, the 
character has to choose one between two. Ambivalence, on the other hand, uses the same two 
opposites, but, unlike the ambiguous pairs, they do not clash and divide, but complement and 
work together in order to create a balanced whole; it can be understood as the uncertainty and 
or inability of an individual to make a choice between two conflicting desires, or, in 
psychological terms, the coexistence of mixed and conflicting feelings and emotions. 

The aim of this article is to prove the superiority of ambivalence that creates for 
Capote’s characters an unclear and confusing space, which is also a lively space, where they 
can overcome their personal flaws and become better holistic and more complex human 
beings. Some critics consider that Holly Golightly from Truman Capote’s “Breakfast at 
Tiffany’s” is a plain, vulnerable, and frivolous character whose single aim in life is to find a 
‘home’ by acting as a call girl for rich people; she feels the need to ‘belong’ and, yet, not to be 
enchained at the same time. There are, still, other writers who believe that Holly is a woman 
ahead of her times, courageous and reluctant to conform to the gender roles of the post WWII 
era. The aim of this article is to highlight Holly’s paradoxical character, her ambivalence and 
complexity. She is difficult to categorize: she is both male and female; she also represents the 
child-woman, or the child-wife, both innocent and experienced, conventional and non- 
conventional, simple and sophisticated. Holly is “young and childlike, slight but attractive, 
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friendly and yet remote, her personality a touching mixture of innocence and sophistication.” 
(Garson 79). She is a ‘traveller’, who goes lightly through the world, and seeks love, identity, 
but also experience: “She has a great hunger to explore, to live each moment completely, to 
do and see everything” (79). Obviously, Holly is not anymore representative of the nineteenth 
century traditional American girl, passive, dependent and domestic. 

The novella portrays the American fifties, which saw women’s vulnerability and 
loneliness - “I have no friends” (20) but also their free spirit and emotional strength - “"He's 
[Fred, her brother] the only one would ever let me. Let me hug him on cold nights. I saw a 
place in Mexico. With horses. By the sea." (18). Truman Capote’s heroine shows her 
vulnerability (naive, lonely, depressed), but also her independence (party-goer, call girl, a 
wild creature). He introduces us to Holly Golightly, a wild creature, always traveling to 
escape belonging to her past, to her flat in NY, to her cat, or to any human being. The reader 
follows her travel through life, and highlights her commitment to independence and her 
refusal to confonn to the gender roles of the post WWII era, although her circular ‘journey’ 
apparently highlights her conventional and dependent role in society; despite her stylish 
clothes, the critics highlight her insecurity, inadaptability, and self-destructiveness, making 
her an eternal lonely wanderer, despite her posh appearance. 

Truman Capote’s novella (published in 1958) was adapted for the screen by Blake 
Edwards (1961), and the film version, starring Audrey Hepburn, has become even better 
kn own than Capote’s short novel. While Capote’s book focuses on independence and 
nonconformity, Edward’s film insists on the themes of romantic love and conventionality. 
This research refers only to the book, and not to the film. 

The story is told by an unnamed narrator, a writer that once knew Holly when he lived 
in an old brownstone apartment building in New York, fifteen years ago, at the beginning of 
WWII. He receives a phone-call from Joe Bell, a bartender in New York, in whose bar he and 
Holly used to spend a lot of time; Joe shows the narrator a photo of an African carving that 
resembles Holly. The bartender also knew that the subject of the sculpture travelled with two 
men in Africa and stayed briefly with tribesmen before disappearing. The narrator’s return to 
New York makes him recall the times when he and Holly Golightly lived in that brownstone 
in Manhattan’s Upper East Side. He finds out that Holly (Lulamae Bames, as a child) and her 
brother Fred were poor and orphans (their parents died of tuberculosis) and led a harsh 
existence in foster homes in Texas. When they ran away, they were taken in by Doc 
Golightly, a horse doctor; he was a ki nd man, whose wife had died and left him with children 
older than Holly. However, she was only fourteen when she accepted to marry Doc, who gave 
her and her brother a home, shelter and food. Although much older, Doc was a good man who 
loved Holly for what she was: a poor and orphan girl. Soon after marriage Holly flees alone 
from Texas to New York, missing the chance to be selected for a role in a film; she dreams of 
improving her social and material condition. She rents a flat in the brownstone where she 
meets the narrator (later nicknamed ‘Fred’ due to his resemblance to her brother), while she is 
using the fire escape to escape a drunk man she has brought home. This is the beginning of a 
solid friendship between Holly and “Fred”; he becomes her confessor as if she knew him long 
time ago. She tells him she acts as a call-girl who socializes with rich and old men to obtain 
material rewards and to upgrade her social status. She also tells him about her brother Fred 
who was in the army and died in the war, about her sleeping problems, about her weekly visits 
to a prisoner, Sally Tomato, etc. Due to her childhood problems, Holly is obsessed with the 
sense of caging, and not belonging to anybody ( all are “rats”) and she runs away from love, 
from getting affectionate towards people and animals (she has a no-name cat), from places 




113 


Iulian Boldea, Cornel Sigmirean (Editors) 

MULTICULTURAL REPRESENTATIONS. Literature and Discourse as Forms of Dialogue 
Arhipelag XXI Press, Tirgu Mures, 2016 
ISBN: 978-606-8624-16-7 
Section: Literature 


(she has almost no furniture in her flat). However, when she meets Jose, the Brazilian 
diplomat, she feels another chance is given to her, and dreams of becoming a good wife and 
mother. While in hospital, due to a miscarriage, she is disillusioned again when “Fred” comes 
and reads Jose’s farewell letter to Holly. Her “first non-rat romance” ends; still, she decides 
to use her flight ticket to Brazil, although she is under criminal indictment, and she will never 
be able to return to USA: “Home is where you feel at home. I’m still looking.” (23) 

Holly Golightly: Ambiguity and/or Ambivalence 

From the very beginning of the story, the narrator introduces us to an ambiguous and 
chameleonic character: “ragbag colors of her boy’s hair, tawny streaks, strands of albino- 
blond and yellow... she wore a slim cool black dress, black sandals, a pearl choker. For all 
her chic thinness, she had an almost breakfast-cereal air of health, a soap and lemon 
cleanness, a rough pink darkening in the cheeks. Her mouse was large, her nose upturned. A 
pair of dark glasses blotted out her eyes. It was a face beyond childhood , yet this side of 
belonging to a woman. I thought her anywhere between sixteen and thirty, as it turned out, she 
was shy two months of her 19 birthday.” (3, italics mine). The dark glasses enhance Molly’s 
mystery and rouses our curiosity. She represents both the elegance of the fifties as well as an 
escape from social conventions. It was an age in America of both innocence and optimism 
before John Kennedy’s assassination; an age when gender roles and norms started to be 
redefined: the homosexual culture and the sexual revolution, for instance, involved the 
rejection of typical gender roles. Holy is both male and female. Although she asks the narrator 
for a list of “the fifty richest men in Brazil” (24), she admits her own bisexuality: “Of course 
people couldn’t help but thi nk I must be a bit of a dyke myself. And of course I am. Everyone 
is: a bit.” (5) 

Holy wants to fit this changing role for women: her unconventional style and behavior 
defines her as a flapper who rebels against conventional ideas of ladylike behavior and dress. 
She wears her hair short, fringed black and sleeveless dresses, smokes, drinks, and is a party- 
goer. A paradoxical character, she represents an experiment in modernization of feminity in 
relation to the historical and cultural context of the American revolutionary fifties and sixties. 
Golightly, the protagonist from “Breakfast at Tiffany’s”, although she is an escort for rich 
people in New York, is a childlike person who desires love and a permanent home. This 
sentimental yearning for security is a reflection of [Capote’s] troubled childhood” (“Truman 
Capote” 274). The same source mentions the fact that Capote’s parents were divorced from an 
early age, and because his mother remarried in New York, he had to live with elderly relatives 
which made him feel lonely, unhappy and with an severe sense of displacement. 

Truman Capote, although a Southern American writer, lived for longer periods of time 
in Northern States as well as in Europe. In “Breakfast at Tiffany’s”, “the protagonist, 
although living in New York City, cannot escape her Southern origins.” ( Lectures 252). 
Mercer states that the American literature of the South, in particular, “focuses on the 
importance of the sense of belonging seen from a psychological perspective as a basic human 
need. It refers to being part and accepted by family, community and society.” ( Repression 11). 
In Studies in Classic American Literature (1923), D. H. Lawrence insists that “the American 
Dream was never about freedom, but was actually about escape: the Pilgrim Fathers did not 
set out for America for freedom of worship but for that most simple of motives. To get away” 
(cited in Mercer 10, italics mine). Leslie Fiedler, identifies the typical male protagonist of 
American fiction as “a man on the run” whose rebellion against the restrictions of civilization 
see him become a “pariah in flight” haunted at every step by “phantoms” ... The quest for 
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freedom undertaken by the American here is also an impossible escape from a haunting past” 
(cited in Mercer 10, italics mine). 

We will translate D. H. Lawrence’ and Leslie Fiedler’s notions about the typical male 
protagonist and his sense of freedom, understood as escape from a haunting past and rebellion 
against social restrictions, to our female character, Holly Golightly. 

Apparently, Holly appears as a lighthearted person who listens only to the heart, 
breaks the rules and does not really care about her future. She seems untamable, and in a 
continuous search for a place she would call ‘home’. Billy Joel, the bartender, characterizes 
her in simple words in the film version: “She’s always a woman to me”. Mysterious, 
alcoholic, seductive, whimsical, and almost always in the company of elder, rich men,” she 
refuses to be “caged”, considering herself a “wild thing”: 

"Never love a wild thing, Mr. Bell," Holly advised him. "That was Doc's mistake. He 
was always lugging home wild things. A hawk with a hurt wing. One time it was a full-grown 
bobcat with a broken leg. But you can't give your heart to a wild thing: the more you do, the 
stronger they get. Until they're strong enough to run into the woods. Or fly into a tree. Then a 
taller tree. Then the sky. That's how you'll end up, Mr. Bell. If you let yourself love a wild 
thing. You'll end up looking at the sky." (17, italics mine) 

Wild, untamed, unknowable, she belongs to ‘nature’, innocent, pure, and mostly free. 
She belongs to no one, perpetually travelling, like the name-slot card of the mailbox the 
narrator notices: “Miss Holiday Golightly, Traveling” (4). She never gets used to anything, 
she is afraid of being encaged and she could not bear to see anything in a cage. This fear of 
belonging and of being encaged is a consequence of her unhappy childhood and teenage and 
her much too early marriage to Doc Golightly. However, she likes a birdcage she sees in a 
shop window and buys it for the narrator, making him promise he will never encage a “living 
thing in it” (14). 

She is seen as superficial, described by O. J. Berman, the agent who saw in her a 
possible movie star, as a “real phony” (22), a woman who is not what she appears to be, but is 
convinced she is. She is an extraordinary liar when she needs things to turn to her own 
interests and needs. He calls her a “real phony”, because, he claims, “she believes all this 
crap she believes.” (7) He says, “My guess, nobody’s ever know where she came from. She’s 
such a goddamn liar, maybe she don’t know herself any more.” (7) She lies herself by 
pretending she has “loved” or at least tried to believe she has loved all the men who paid for 
her favors: “I can't get excited by a man until he's forty-two... I simply trained myself to like 
older men.” (4) It is all about training and getting used to act as a prostitute, although she 
rejects the idea: “I'll never get used to anything. Anybody that does, they might as well be 
dead.” (4) 

Lies, in Garson’s view (79-89), protect her from getting too close to people or from 
getting into “the mean blues” (i.e. sadness, depression) whenever she remembers her sad 
childhood or “the mean reds” (i.e. fear): “the blues are because you're getting fat or maybe 
it's been raining too long. You're sad, that's all. But the mean reds are horrible. You're afraid 
and you sweat like hell, but you don't know what you're afraid of. Except something bad is 
going to happen, only you don't know what it is” (9). And when she feels that, she takes a taxi 
and goes to Tiffany’s, a famous high-end jewelry store in New York, which represents an 
ideal place and world for her. Thus ‘the mean reds’ refer to that feeling of getting afraid, yet 
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not knowing what you are afraid of; it is a bout of anxiety when you cannot face the facts and 
hence, run from yourself. Holly feels like she has lost herself and she does not know where 
she is hiding. This feeling of insecurity makes her both accept and reject love by hiding 
herself in a metaphorical cage; the narrator tells Holly about her false fear that somebody is 
going to stick her in a cage. In fact she is already in that cage, which she has built herself. For 
her, loving somebody, people belonging to each other, all mean the same thing: putting her in 
a cage. She needs love, because loving is also about belonging to each other, which is the only 
chance anybody has to be really happy. She dreams of living the life of a “wild thing” in a 
consumer culture, but happiness cannot be defined thorough her unconventional exploration 
of independence and sense of belonging. In her assumption she is a no-name slob, good-for- 
nothing, like her cat. It is inconvenient, but, still, she has no right to give him a name, because 
that would imply owning, and she is not entitled to own anything until she considers that 
people and things do not belong to each other. At the end, after losing the cat, she realizes: 
“O, Jesus God. We did belong to each other. He was mine.” (25) 

But lies and appearances are deceiving. In fact she uses her current life as a defense 
mechanism, a way from running from herself. Her sense of insecurity, inadaptability and self- 
destructiveness, makes her a lonely wanderer through life and reject all the things or people 
that would hamper her independence: “We don’t belong to each other: he’s [the cat] an 
independent, and so I am. I don’t want to own anything until I know I’ve found the place 
where me and things belong together. I’m not sure where that is yet. But I know what is it 
like.... It’s like Tiffany’s.” (9) 

Holly’s ambiguity and ambivalence is also visible in her character traits. Holly is a 
party-goer and enjoys life: “I’d rob a grave. I’d steal two-bits off a dead man’s eyes if I 
thought it would contribute to a day’s enjoyment.” (19). This negative and frivolous character 
is immediately counterbalanced by Holly’s positive side of personality: “... good things only 
happen to you if you’re good... Honest is more what I mean... Be anything but a coward, a 
pretender, an emotional crook, a whore : I’d rather have cancer than a dishonest heart. Which 
isn’t being pious. Just practical .” (19, italics mine). The narrator himself, unlike Berman, sees 
in Holly a “lopsided romantic” (i.e. uneven), someone “gluttonous” (i.e. greedy) for life, 
rather than a pretender, that is, a ‘phony’. She simply needs to maintain her apparent 
independence in order to survive in this cruel world, which is indifferent to her needs. 

She is afraid to love and to belong, although her husband tried to convince her that 
happiness means to fall in love, and to belong to each other. In fact, the narrator discovers that 
Holy is not afraid of being put in a cage. She has built herself a cage for running into herself, 
wherever she goes, afraid to open up, to fall in love or to belong to somebody or to some 
place. She gives no name to her cat, admitting it is not hers, although she finds it near the 
rives and takes it home; she hardly has any furniture in her room, ready to move any moment; 
she runs away from Doc, her husband, although she knows he is a good man who will take 
care of her, etc. The only reasons she thinks can melt these firm beliefs and make her feel 
secure, calm, and at ‘home’ relate to Tiffany and to Jose. Simply being close to them triggers 
a stronger sense of security and pleasure. They represent her American Dreams and would 
make her put an end to her quest for belonging. She has two favorite dreams: to have 
breakfast at Tiffany’s (a jewelry store) and to marry Jose, a Brazilian diplomat. Nothing bad 
would happen to her, were these two dreams to come to life; while she dreams of an ideal 
Tiffany-like life, where she feels secure and calm, happy, not sad, the only romance she lives 
with Jose makes her dream of getting married, and being a good wife and a mother. 
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Moreover, torn between her refusal to accept her low social and material condition, she hopes 
that marriage will provide some sense of belonging. 

American Dreams: to belong, and yet not to be chained 

Apparently, Holly’s dreams, as seen through the eyes of the narrator, have all vanished 
or remained unfulfilled: having a better life, of ‘belonging’, of having a family, a house near 
the sea in Mexico where she and her brother Paul could raise horses, of buying furniture in 
her flat, of giving a name to a cat that would belong to her, of having a good husband, of 
being a good mother, etc. Tiffany and Jose have represented temporary solutions that seemed 
to make up for what she did not have. The novella’s ambiguous ending seems to make us pity 
Holly for not finding her ‘Tiffany’ anywhere in the world, which makes her an eternal 
traveller, a wandering and lonely soul. On the other hand, we also feel contentment in the 
small steps Holly has made towards independence, and how human beings can overcome their 
personal flaws by connecting with one another. 

We remember Holly’s black sleeveless cocktail dress and pearls, with big dark 
sunglasses. We do not know if she is memorable, but she is certainly and easily remembered 
and enjoyed. She has a complex identity, always ready to reinvent herself; she is both wise 
and naive, sophisticated and simple. Controversial by nature, she is both conventional and 
non-conventional; she wants and rejects feminity at the same time; she is a wild creature and a 
sensitive soul as well, uncertain and dependent sometimes, and certain and independent other 
times. Appearances are more important for her than essences and truth. She has used fashion 
and designer brands, shiny costumes and sophisticated overcoats to enter a world which was 
not hers, but she has never gone inside Tiffany’s. It all remains a fantasy. 

Holly’s divided beliefs about the sense of belonging has identified her as an eternal 
traveler through life. Her divided beliefs can make us draw the conclusion that Holly is both 
ambiguous and ambivalent. Capote’s travelling route starts from the conventional, proceeds 
towards the unconventional, and ends back to conformity. One reason might be that Holly’s 
unconventional style is completely out of character with 1950s era and her middle-class 
standards for gender and race. In any case, she is both ambiguous and ambivalent. Something 
ambiguous is unclear and vague, but Holly is at the same time ambivalent about this issue of 
gender and can argue both sides (male/female, conventional/unconventional, 
independent/dependent, wise/na'ive/, honest/dishonest, woman/child, etc.) very effectively. 
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Abstract: The paper deals with some of the main characteristics of Cioran’s philosophical work and 
suggests a clear point of view on the so-called pessimistic attitude on life the writer is believed to have 
constructed. Moreover, the problem of religion is brought forward and we analyse the degree to which 
Cioran may be called an atheist. His inner experience of unexpected amplitude has nourished texts 
which are no longer the image of the author, but become an objective expression of the mindset that 
generated them. Thus, the paper tries to identify and stress out the manner in which the philosopher 
from Rasinari understood and tackled life. 

Keywords: philosophy, pessimistic, atheist, irony, scepticism 


He ridiculed death and God by playing with the concepts, twisting them, separating 
them, compelling them to shocking linguistic and logical angles which have, however, 
represented the very zest and everlasting originality of his work. Taking his obsessions to new 
limits, he crossed over norms and useless fixations. Not only did he aspire towards it, but he 
also witnessed his “failure” throughout his entire life - a person’s failure in the system, a 
failure that takes the person out of the system. His entire work appears as a duty, as an 
immense and heavy duty which he had, not only to the world, but also to himself - a duty to 
the man that Cioran was. In his first book, Pe culmile disperarii [On the Heights of Despair], 
we can find the following quote: “if the difference between the man and the animal is the fact 
that the animal cannot be but an animal, whereas the man can be unhuman, which is 
something other than himself - in this case I am unhuman” (4, p. 107). This stands as a brief 
self-description, but not in the least irrelevant; because, what else did Cioran’s writing 
manage to turn him into if not a non-human, a different kind of human, a different kind of 
existing in this world? An existence which is not an existence; a becoming which is not a 
becoming; a failure which is not a failure; and still, there is something meant to embody all 
this puzzlement and this is Cioran. He identified himself with philosophy as a fragment, with 
religiousness as denial of the divine, with love as despair and struggle and, last but not least, 
with existence as scarcity. 

The writing - lyrically acknowledged - is not the result of an exaggerated 
sentimentalism or of an overly feminine nostalgia full of inversions and structures or words 
used with the sole purpose of shocking the audience; nor is it the result of a twisted desire for 
aesthetic refinement. Cioran’s entire work is nothing but feeling; supreme and authentic 
feeling. The verb is exhilarating, instinctual, and masculine and it generates emotions free of 
any sentimental contextualizing. The reader feels hit as if by an obvious denial of everything 
that is bland, mushy and lacking in consistency. As an immediate result of a unique 
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experience, the phrase becomes an incantation as it is perceived as total objectification of a 
subjective process. “My experiences became books, as if they had written themselves” (2, 
p.25) - states the philosopher once. And this cannot be translated except through the 
necessary objectification of experience. The subjectivity of Cioran’s writing was called a 
subjectivity “almost impossible, one that consumes the personal self [...], a demonic one'" 
(Gerd Bergfleth). Truly, this demonic nature determines without the shadow of a doubt not 
only the self or the conscience, but also “the positions of his own subjectivity”. This inner 
existence, of an unsuspected magnitude, is able to create such work that, in the moment of its 
birth, it ceases to belong to its author, its creator, and instead it becomes an objective 
expression of the states of mind that had generated it. “The writing”, noted down the 
philosopher from Rasinari, “is only valuable when it objectifies a feeling, because beyond the 
expression there is life, and beyond the form there is content. I would like to write something 
in blood and I would like to do that without the thought of any poetic effect, but in the 
practical and material sense of the word” (1, p. 19). 

Emil Cioran is able to see beyond this world, beyond religion and beyond any 
philosophy. He suggests a new and challenging perspective on what is given, without limiting 
himself to immediate plans, but proceeding towards much more profound perceptions, 
doubled by interpretations which alter the phenomenon significantly. There is no doubt 
regarding Cioran’s religiousness. Unequivocally, Cioran was a religious man, but his 
religiousness manifested itself in a negatively-upward trend (if I may use such a concept). His 
entire mysticism is subordinated to a terrible fear of getting lost in the divine and of 
obliterating the human being with all their qualities. Cioran does not deny the existence of 
God, but the existence within God. He discredits any form of transcendental absolute in the 
desire of the “earth” of living to the fullest; of an immediate and sheer biological elation. 
“There are moments when the agony of a worm seems to me a more certain reassurance than 
all the skies. No matter how much the saints would want to, they cannot unearth me to such a 
length so that I lose the memory of the earth. And not only once, did this memory crush the 
heavenly melancholy” (3, p. 81). 

Cioran cannot see an incompatibility between the human being and the divine one, but 
he does possess the intuition (to what extent is it a happy one, I do not know) of the 
annihilation and “wearing off” of vitality and biological opportunities which occur when man 
declares his full availability towards God. “Drifting” among the heavenly melancholy is in 
this situation a sort of dissipation, an oriental fusion with the divine; the former is no longer 
capable of a valid control of his being’s motivations, thus, annihilating even the last 
categories specific to human nature. It is true that Cioran might have wrongly interpreted the 
dogma of the Orthodox tradition; therefore, making inaccurate analogies and irrelevant 
judgements from this perspective. However, I will leave this aspect of the discussion for the 
theologians to decide and I will draw the attention on the fact that I do not attempt at 
determining the truth in the work of the Rasinari bom philosopher, but at briefly interpreting 
some of his trains of thought. 

Perhaps many people consider Emil Cioran to be a Godless writer, or a writer who 
lacks any divine support. But here I come to argue all that: he is more impregnated with the 
divine than many of us will ever be! On the reversed scale which I proposed in the analysis of 
Cioran’s work, which I continuously support, God plays an important and (without being 
afraid of false affirmations) decisive role in the philosopher’s life. I do not claim that Cioran 
was an unfathomable Christian, but the bond which he had with Christianity and the interest 
which he displayed towards it make me recognize in the writer a mystic in the true sense of 




120 


Iulian Boldea, Cornel Sigmirean (Editors) 

MULTICULTURAL REPRESENTATIONS. Literature and Discourse as Forms of Dialogue 
Arhipelag XXI Press, Tirgu Mures, 2016 
ISBN: 978-606-8624-16-7 
Section: Literature 


the word. If he had thought religion to be an irrelevant phenomenon lacking in consistency, 
then certainly Cioran would have behaved like any other Atheist and he wouldn’t have given 
it any importance or consideration. But when the philosopher is crying out the name of 
divinity from the depth of his being with unbearable suffering and when holiness becomes an 
obsession for him, then you can’t but accept the writer’s belief in Orthodoxy, and in religion 
in general; for, only so profound belief would have been able to create a book as Lacrimi si 
sfinti [Tears and Saints] and only from the uncertainty such belief poses was it possible for 
someone so strong to be bom; someone so powerful to be able to kill God but to also resurrect 
Him. Emil Cioran states at some point that “between the passion for ecstasy and the horror of 
the void the entire mysticism revolves” (3, p. 91); therefore, what else was Cioran’s 
relationship with God but a “reversed” mysticism in which the author becomes in his turn a 
...saint?! It may seem like a far-fetched statement, I admit, but I will try to explain. He 
experienced both extremes, but he shifted their order and determinations: at sense level, 
everything is related to experience, last and necessary; he also felt the horror of the void 
which divinity suggests in the absence of any natural and instinctive perceptions. And here’s 
why, in his own way, Cioran is also a saint and, as much as he would have objected to this 
distinction, it must be acknowledged that he considered his whole life, the “failure” of his life, 
to be an ascendance, but one which was lived on a different level, one which had a completely 
different set of perception criteria and experiences. And, similar to the saints he laments, 
Cioran’s sincerity is limitless and it ends up determining the entire repertoire of his mystical 
“delirium”. 

As a result of this limitless sincerity, the philosopher goes beyond a so-called false 
intellectual prudence, he “toys” with prejudice, subjecting them to direct confrontation, as far 
as ideas are concerned, with an acute and painful perception of reality. In a letter addressed to 
Bucur Tincu, Cioran was confessing: “I have undoubtedly given up any sentimental 
philosophy, any senseless and scattered preoccupations which only lead to complaining about 
life and to pathetic exclamations. “Empty” things start to possess a bright breath of life if you 
continuously preoccupy yourself with them” (1, p.24). Cioran’s aphorisms have the role of 
deconstructing some mentalities and stale unproductive conceptions, which immediately 
result in a naked presentation; a surrender of everything is fake and stereotypical in the human 
nature. “It is great”, the author was saying, “to witness the imbecile silence of the people who 
are learning, instead of living philosophy [...]” (1, p. 30). It can be felt in this attitude, more 
or less aware, an almost messianic embracing of the act of writing, of the condition of prophet 
of failure, as this might determine a great deal of effort, of breaking, of bursting, or of 
intellectual compromise. 

Carmen Ligia Radulescu was stating in her book, Emil Cioran - constiinta ca 
fatalitate that the philosopher “created for our century an unparalleled synthesis between 
scepticism and mysticism” (p. 78). However, there is nothing more wrong than this opinion. 
First of all, Cioran was never a sceptic nor could he have been one, in the literal sense of the 
word. Secondly, the mysticism that he proposed to his conscience is completely real and it is 
not transformed into other ways of existence. The author of such books as Pe culmile 
disperarii, Lacrimi si sfinti or Tratat de descompunere, cannot be defined as a sceptic because 
this would imply indifference and a certain distance towards a particular phenomenon. A 
sceptic is a distant person who analyses things in a strict and objective manner. Nonetheless, 
Cioran’s doubt maintains the passion of a “reversed” pessimism and the subjective analysis 
lived as a necessary experience. The philosopher himself confessed during an interview in the 
latter part of his life: “If I consider my temperament, I am not [...] a true sceptic [...]. I, for 
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one thing, have doubted passionately , which is something no sceptic does. A sceptic is 
someone who distances themselves from their ideas and from what they really are. A sceptic 
doubts everything, but they are sure of themselves. They control themselves. This is not my 
case” ( Convorbiri..., p. 116). 

To be able to assert about a man that he is marked by the genius of scepticism, you must have 
the indisputable argument of a profound separation of the doubt-generating reality. Thus, 
Cioran’s verb can be defined in any other way but this; it represents enthusiasm taken to the 
extreme and passion which identifies the man with the phenomenon. We could, however, 
conclude, if we had to, that Cioran is a pseudo-sceptic; as his existence (more or less 
mystical) is the one generating doubt, but the doubt is accepted and transformed into 
vitalizing irony. 

The philosopher from Rasinari accepts, as I was saying earlier, that his writing possesses a 
messianic nature and he also debunks the statements which were defining him as “a sceptic on 
duty for a world in decline” (Petre Tutea). There is a philosophical messianic message in 
Cioran’s writing; a historical messianic message and, last but not least, a religious one with all 
the determination it implies. This is why Cioran’s life seems almost Christ-like as the 
philosopher participates with all his being to becoming onto pain, to crucifying his obsessions 
and his ecstasy on a Golgotha of despair. Thus, this also becomes the cause of his work being 
unique; the cause of the messianic message which he sent unaware. 

It is often stated that Emil Cioran’s work is profoundly pessimistic; a pessimism that is 
consuming and dematerializing. My opinion, however, is that if the person who is reading a 
book written by Cioran submerges into a melancholic and devitalizing pessimism, then that 
person has not really read Cioran. Perhaps they have leafed through some pages, read some 
ideas which they mirrored their own experiences into, their own projections on an existence 
which is impossible to transcend. The verbs that Cioran uses cannot be anything other than 
invigorating and provocative, since they are received by the true reader not only as a “cultural 
discomfort, but also as an existential one” (Convorbiri..., p. 110). The philosopher himself 
declared at some point: “Even though I have a very dark opinion about life, I have always 
been interested in living. This passion of mine has been so great, that it became a denial of life 
because I did not possess the necessary means of quenching my yearning for living.” (Ibidem, 
p. 34). Therefore, here is the significance of this so-called pessimism: an enhancement of 
experience in all the forms it existed throughout the philosopher’s life. Petre Tutea explains 
the presence of such pessimism in the philosopher’s writing as a wish to obtain aesthetical 
composure. However, if I may, I believe that such judgement is erroneous because the process 
of writing has, for Cioran, above all, a confessional feature; it is a confession to himself which 
does not intend to have an aesthetical value. The importance of the authenticity which can be 
drawn from these confessions justifies a real and instinctive discomfort of a man who 
embraced his marginal existence; a transformation at the periphery, I could say; at the 
periphery of philosophy, of the world, of himself. 

When talking about his work, the author of Tratatul de descompunere was confessing that 
“everywhere [in books] there is the same emotion of the being [...]. It is the reaction of a 
leper, a spiritual leper, who can no longer belong to humanity, therefore a feeling of utter 
loneliness arises” (Convorbiri..., p. 107). It can be noticed here, beyond an image of 
intellectual vanity, self-assuredness as sole existence, meant to be a complete and productive 
“failure”. 

Cioran’s themes do not bring anything new. He admits that his entire creation is based on two 
main ideas: death and the uselessness of life. However, what is indeed novel and provocative 
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is the intensity of the experience. He practices philosophy as a fragment precisely because it is 
written in moments of intense consumption, in the moments of painful immersion into 
consciousness, of self-abandonment in the vastness of anxiety. This is why the philosopher 
informs us that no matter how flawed his books might be, they have the great advantage of 
not being “forged”; as he never intended to produce philosophy that is quiet and which lacks 
the consistency of living. He admired those people who, even if they belonged to an inferior 
social class, knew how to exist, in the sense that Cioran assigned to the word, thus possessing 
the intuition of the ultimate truths. 

It cannot be said that Cioran detested education or the idea of culture; he simply did not grant 
them an important role as far as the process of forming the personality was concerned. “To 
brag that you read more books than another person”, he said, “is nothing but arrogance, but to 
brag that you understand more than another person means to be in the right place. Any person 
who is ambitious and intelligent [...] is able to understand and to feel reality, with every bit of 
specific and irrational matter, far beyond the status of common intelligence” (Cioran - 12 
scrisori..., p. 34). Thus, culture must be doubled and made whole by authentic feelings and by 
honest thinking, short of the rigours of calculated education. Moreover, any phenomenon 
must be experimented in such way that it allows life itself to blend with it and even to be 
identified with the existence of the person who is observing it. 

For Cioran, writing was equal to life. He diminished his obsessions through the final act of 
writing, which manifested itself as resolution and redemption. His entire work was also the 
therapy which attempted to cure those obsessive bouts that haunted him his whole life. The 
philosopher himself admits: “I wrote in order to free myself of a burden on my soul or in 
order to make this burden a little more bearable” (6, p.lll). Cioran tries to elude reality 
through thinking and he succeeds in doing so. To him, the books he had written were a 
remedy against a way of perceiving reality and his feelings of anger and hopelessness that was 
too lucid. The intensity with which he took them in and the experience pushed to the extreme 
determines us to understand Cioran’s work as an instinctual phenomenon which burst out 
from a spirit tortured by contradictory feelings. “The writing”, the philosopher from Rasinari 
admitted, “no matter how little it meant, helped me to survive from year to year, because the 
obsessions which I laid down on paper are thus left half weaker and out-dated. I am sure that, 
if I had blacked the paper, I would have long ago killed myself. Writing is a tremendous 
relief’ (6, p. 16). The action of writing down all sorts of feelings becomes, therefore, a 
blessing, a redemption of the sin of feeling and of having a conscience. It is as if Cioran is 
tormented by a demon and so assumes the last act of creation, of transforming into writing all 
his melancholy, his restlessness and his anxiety. And this stands as irrefutable proof of writing 
as a way of life, as an act of identity, not a mere jotting down of a way in which the author 
perceives reality. At some point, writing a book will become a necessary expression, similar 
to a ritual of transformation which carries with it an almost ontological obligation of 
performance. In the centre of this ritual, the writer has a minimum responsibility, but only to 
himself, as he is the sole participant and beneficiary of the rite. This style is reduced as a last 
resort to an exorcism of the philosopher’s being of all his obsessions and his spiritual un¬ 
limitations: “I don’t believe in the reader, I write for myself; I write so I can free myself of the 
obsessions and all the tensions, nothing more” (2, p. 20). It is true that he does not believe in 
the reader, he doesn’t write for this imaginary being; but the does believe in the book and its 
educational vocation. As far as Cioran is concerned, a book “must truly be an affliction, it 
must unsettle the reader’s life one way or another” (2, p. 20). Thus, if the act of reading 
doesn’t bring with itself the slightest change in the reader’s being, then it has only been a 
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waste of time, without any existential benefit for the one using it. And the book which 
determines such an attitude is, therefore, a “failed book”. Oftentimes defined as a writer of 
contradictions, Emil Cioran remains totally constant, at least in his attitude towards creation, 
towards the supreme argument for a life as failure, for a failure as becoming. 

The young man who came down from Coasta Boacii didn’t “programme” his 
existence, didn’t follow or desire a specific line of education, nor did he believe in the cold 
culture of libraries. Cioran is the Romanian philosopher by excellence. His philosophy drew 
its consistency from the irony specific to the rural man from Ardeal when faced with things he 
understands but is unable to control. “The honesty” with which he sends insults towards the 
divinity sounds more like a typical Romanian cursing; and the “failure” which the author 
accepts as being a part of himself is nothing other than the classic existence of the Romanian 
genius. With a language of infinite subtlety, with a delicacy of the verb which “earned all the 
contradictions of the contentious spirit”, Cioran approaches various categories only to doubt 
them, in the way only he knows how. “Cioran paints black on black”, the critic Eugen Simion 
was saying, “and he kn ows how to reveal, from these combinations, a bright landscape of 
desolation” (7, p. 125). 

If we were to observe the personality of the Rasinari-bom philosopher in the context 
of the inter-war period, we can easily notice not so much as a discrepancy, but a uniqueness of 
the existence, an inimitable singularity. Noica has his own style, Eliade possesses ambition 
and fierceness, Tutea is renowned for innocent Orthodoxy of the placid Romanian; Cioran, 
however, has nothing from all of these, or maybe he has it all, or a little of each. One thing is 
certain, the way Constantin Tacou said: “one can become an Eliade, but one cannot become a 
Cioran ” (1, p.121). You can imitate the historian of religions, or, at least, you can become his 
disciple, “if you possess intelligence and culture”; but the philosopher of despair and of 
melancholy “is inimitable, even though everybody who reads his work find themselves, 
without fail, in his books”. He doesn’t bring theories forth, although it seems like he does; he 
lives to the fullest and forces his readers to do the same. He says that something is “upside 
down” but still valid for the world to reason inside it. And still, he cannot be considered a 
master. 

In Tratatul de descompunere [Treaty of Decomposition], Cioran himself can sense 
this; can feel that his existence is accepted onto forever solitude. By making the eulogy of the 
ancient Greeks’ “dog”, Diogenes, the writer was, in fact, writing his own eulogy, without 
realizing that the attitude of one is the same as the attitude of the other; that the existence of 
the great Greek philosopher was transferred at a modem scale on Coasta Boacii and the streets 
of Sibiu, and later on rue de I’Odeon. And if Eliade was Cioran’s counterpart, then Socrates, 
too, becomes the master offering moral support to Diogenes. Both one and the other, Emil 
Cioran and Diogenes of Sinope, made the man the centre of their reflection. And, the same as 
for the Greek philosopher, Cioran tried to present the human being naked of any moral or 
metaphysical falsity; to paint it in as deep and repulsive colours as possible. His work 
“proposes nothing; the source of his attitude and cynicism is determined by a testicular horror 
before the ridiculousness of being human” (5, p. 103) and by a limitless desire of living to the 
fullest the failure which identified with his very existence. 
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TRAKL'S LYRICS 


Olga Kaiter 

Assoc. Prof., PhD, "Ovidius" University of Constanta 


Abstract: Within the domains philosophical anthropology and psychology the character Kaspar 
Hauser, which belongs to the lyrics of the expressionist author Georg Trakl, occupies an important 
place. Language acquisition, cognitive and social evolution, as well as the dark destiny of the 
character, constitute reference themes for the poem Kaspar Hauser Lied, themes which led to a 
reflection upon the human condition of the individual in the society of the nineteenth century. Kaspar 
Hauser represents the prototype of the individual exposed to the alienation process, who knows 
neither his origin nor the future prospects. 

The hereby undertaken study aims to follow and play the sad destiny of the character Kaspar Hauser 
and also to analyze the factors behind its inability to keep his innocence and to adapt himself to the 
conditions imposed by society. The formation of individuality, as well as the community life, becomes 
impossible for Kaspar Hauser, who is filled with a strong sense of alienation and guilt. 

Keywords: destiny, individual, society, solitude, alienation, death. 


Georg Trakl gilt als der bedeutendste osterreichische Lyriker des 20. Jahrhunderts. 
Obwohl er aus gutbiirgerlichem Elternhaus stammt, scheitert er aber an biirgerlichen 
Realitaten. Seine frith ausgepragte Neigung zu Rauschmitteln fuhrte ihn zu einern 
Apothekerpraktikum und spater zum Studium der Pharmazie in Wien, wo er anschliePend 
auch seinen militarischen Dienst als Freiwilliger leistete. Die Kriegserfahrung, die Drogen- 
und Alkoholsucht stiirzcn ihn in den Wahnsinn und zu einigen Selbstmordversuchen. Zur 
Schwester Margarethe, die oft namenlos in seinen Gedichten auftaucht, hatte er ein 
inzestuoses Verhaltnis. Die Schrecken des Krieges, an dem er als Soldat teilnahm und das 
sinnlose Massensterben verwirrten ihn so sehr, dass er in eine psychiatrische Abteilung 
eingewiesen wurde, wo er auch starb. 

Wahrend Trakls frithe Lyrik unter dem Einfluss des franzosischen Symbolismus (vor 
allem Baudelaires) stand, romantisch sentimental und mit strengen Formen (u.a. das Sonett) 
ist, gewinnt seine spate Lyrik typische Eigenheit. Aus wenigen Bildgefugen, die in immer 
neuen Variationen und Konligurationen, mit uberraschenden Farbmotiven erscheinen, 
entsteht das Bild einer zerbrochenen Welt und des leidenden Menschen, der sich entfremdet 
und allein fuhlt und nicht mehr fahig ist, den Weg in diese Gesellschaft zu gehen. Dieser 
zerbrochenen Welt steht eine Suche nach Schonheit und sinnvoll erfulltem Leben gegenuber. 
Trauer und Schwermut, Abscheu vor Erscheinungen der imperialistischen Gesellschaft, 
Leiden, Resignation, Schuld und Untergangsstimmungen sind die Grundtone seiner 
musikalisch klangschonen Verse. 
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Es ist eine von Trakls Eigentumlichkeiten, seine Empfinclungcn in Gestalten (der 
Knabe Elis, Helian, Sebastian) zu objektivieren, die allesamt zu den Einsamen und 
Todgeweihten gehoren. In der Person Kaspar Hauser fand der Autor Trakl eine historisch 
beglaubigte Erfahrung, die seinem Selbstverstandnis entgegenkam. Als Georg Trakl sein 
Kaspar Hauser dichtete, war ihm wahrscheinlichVerlaines Gaspard Hauser chante, das in 
liedhafter Ich-Form geschrieben war und das die Unbehaustheit des Waisenkindes 
thematisierte, bekannt. Die ratselhafte Figur des Findlings, dessen Herkunft unbekannt und 
dessen Tod unerklarlich war, fand leicht Eingang in die Literatur. Andere Einzelheiten fiber 
das Leben Kaspar Hausers entnahm der Lyriker dem Roman Jakob Wassermanns Caspar 
Hauser oder die Tragheit des Herzens (1908), er hat sie aber nur sparsam in sein Gedicht 
eingearbeitet. Ein einziger Satz (Ich will ein Reiter werden ) spielt auf den Wunsch Kaspar 
Hausers an, der Soldat zu Pferd werden wollte. 

Kaspar Hauser-Figur soil eine Projektion des eigenen Ich gewesen sein. Ein Jahr vor 
der Entstehung des Gedichts schrieb Georg Trakl an Eberhard Buschbeck: “Ich hatte nie 
gedacht, dass ich diese fur sich schon schwere Zeit in der brutalsten und gemeinsten Stadt 
wiirde verleben miissen, die auf dieser beladenen und verfluchten Welt existiert. [...] / Wozu 
die Plage. Ich werde endlich doch immer ein armer Kaspar Hauser bleiben.” 1 
Kaspar Hauser ist ein poetisches Symbol, er verkorpert den Lyriker Georg Trakl, aber in der 
dritten Person. Er symbolisiert das Dasein des unschuldigen und entfremdeten Menschen, der 
als verlassenes Kind durch die feindliche Welt reist und den vielen Gefahren ausgeliefert ist. 
Er wuchs au|3erhalb der Gesellschaft auf und konnte niemals Zugang zu ihr linden. 1828 als 
16-jahriger Findling tauchte er auf dem Marktplatz in Niirnberg auf. Er konnte kaum laufen 
oder reden. Er sagte nur einen Satz: Ich will ein solcher Reiter werden, wie mein Vater einer 
war. Er hatte einen anonymen Brief dabei, in dem stand, dass er in einem dunklen niedrigen 
Raum aufgewachsen sei und das man sich nicht langer um ihn kummern konne. Dank der 
Hilfe eines Gymnasialprofessors lemte Kaspar laufen, sprechen, lesen und schreiben. 1829 
wurde ein erster Mordanschlag an ihm versucht. Mit 21 Jahren wurde er von einem 
Unbekannten durch Messerstiche ermordet. Er soil ein au[3erehelicher Sohn des Gropherzogs 
Karl von Baden gewesen sein, der wegen einer Erbfolge Affare verstoPen, gefangengehalten 
und ermordet wurde. 

Das Gedicht Kaspar Hauser Lied stellt zwei Bilder dar, die im Gegensatz stehen. 
Einerseits gibt es eine Welt der Dammerung, des Niedergangs und des Todes und andererseits 
ist es eine Welt, wo Helligkeit, Paradies und Unschuld herrschen. 

Die erste Strophe bietet ein Naturbild an. Die Natur ist ein Gebiet der Harmonie von 
farbenprachtiger sinnlicher Fiille. Die Beschreibung der Naturelemente findet in einer 
Reihenfolge statt, die stark dem Impressionismus typisch ist, doch wird die Naturwelt in eine 
verklarte paradiesische Welt iiberhoht. Es ist ein Bild der schuldlosen Natur, ein ganzes Reich 
von Urspriinglichkeit. Er, Kaspar Hauser, dessen Name nur im Titel genannt wird, liebt die 
Wege des Walds, die Sonne, die Vogel. Was sich an menschlichem Gefiihl darin findet, ist 
Liebe und Freude, Gefiihle, die Kaspar Hauser dieser Umwelt gegeniiber hegt. Man vermutet, 
dass Kaspar Hauser der Sage nach im unberiihrten bayerischen Wald geboren sein soli. Sein 
reines und ernstes Dasein begann in dem stillen Schatten. Gott wurdigte es des Ansehens als 
eine sanfte, nicht verzehrende Flamme. Indem er das “O Mensch!” zum Herzen ausspricht, 
findet eine Anerkennung statt, der hochste Grup. Die biblische Macht stellt den unschuldigen 
Kaspar in einen religiosen Raum, der Kaspar von den anderen Menschen trennt. Die Flamme 


1 Georg Trakl: Dichtungen undBriefe. 2 Bde. Hg. v. Walter Killy und H. Szklenar. Salzburg 1969, Bd. 1, S. 487. 
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ist sanft, nicht totend, sie treibt jedoch Kaspar aus dem Naturreich, in dem Ich und Natur in 
Einklang standen. 

Vom Paradies entfemt, kennt Kaspar das Leid und er reagiert darauf mit Worten. Fur 
die Zeit der Nachkriegsjahre, in denen die Autoren sich entwurzelt und orientierungslos 
fuhlten, war Kaspar Hauser eine Leitfigur, die die Situation, das Schicksal reflektiert. Dem 
Stadtbild verleiht der Lyriker eine dunkle Stimmung. Kaspar nahert sich der Stadt am Abend 
und damit tritt er in eine geschichtliche Wirklichkeit, die kalt und gefahrlich zu sein scheint. 
Die Dinge, die nun erscheinen, vermitteln neue Bedeutungen. Busch und Tier folgen und 
dadurch zieht die unschuldige Herkunft mit. Kaspar bewahrt seine Unschuld, in ihm lebt die 
Erinnerung an die schone Natur. Haus und Dammergarten weiper Menschen” folgen ihm 
auch, oder nehrnen ihn auf? Die Unsichcrheit nimmt grope Dimensionen an. Das Wort 
Mensch wird durch die Farbe Weip bezeichnet, ohne dass der Sinn dieser Bezeichnung 
verstandlich ware. Die Bedeutung der Farbe Weip ist bekanntlich rein und unschuldig, in 
diesem Gedicht wird sie jedoch auf Untergang und Verfall hinweisen, ein Zeichen also fur das 
Bose, das Bedrohliche, das Negative. Erstaunlich ist die grope Farbigkeit dieser Verse: 
purpurn, Schwarzvogel, Grim, Schatten, Flamme, Abend, dunkle Klage, weipe Menschen, 
Nacht, Stern, Schnee, dammemder Hausflur, silbern. Man kann bemerken, dass das Gedicht 
mit einer bunten Naturbeschreibung beginnt und in Dammerung und neutraler Farblosigkeit, 
silbern und weip endet. Das kahle Gezweig und der Schatten des Morders driicken die 
expressionistische Stadtfeindschaft aus. Kaspars Schicksal ist schon bereitet, ohne dass er es 
weip. In dieser feindlichen Welt steht Kaspar verlassen, dem Schicksal ausgeliefert. Kaspar 
ist ein Gerechter, der das Recht hat, am FuPe des Baumes der Gnaden zu ruhen: “Emsthaft 
war sein Wohnen im Schatten des Baumes / Und rein sein Antlitz.” 

Wahrend er ahnungslos, ein Gerechter, Friihling, Sommer und Herbst durchlauft, sucht 
der Morder schon nach seinem Opfer. Die reine Figur Kaspar bleibt in der Welt ein 
Fremdling, der untergehen muss: “Und sein Morder suchte nach ihm.” Kaspar ist ein 
Verfolgter. Nicht nur der Morder, sondern auch Haus und Dammergarten, die scheinbar fiir 
eine friedliche Welt stehen, sind ihm feindlich gesinnt. Nicht lange nach Hausers Ankunft in 
der Stadt traf ihn, wie die Geschichte berichtet, der Dolch eines Unbekannten. Es war 
vielleicht ein “weiper Mensch”. In den Nachten ist er nur mit seinem Stern allein, obwohl in 
seiner Nahe noch Traumende sind, die aber auch vereinsamt in der Stadt wie er leben. Der 
Winter kommt und mit ihm der Morder. Ein Leben endet, das nie wirklich in das Heute dieser 
Welt getreten ist. Silbern sinkt das Haupt dahin. Das Gedicht schliept mit einer 
geheimnisvollen Chiffre, die Hausers Tod ankiindigt. Kaspar wird zum Opfer einer 
entfesselten Zivilisation der GroPstadt. Er wird zum Symbol der Verstossenen und 
Verdammten. 

Kaspar ist der unschuldige Fremdling in der wirklichen Welt. Er deutet auf einen 
entscheidenden Zug der Anthropologie von Trakl, die nicht christlich ist, aber christlichen 
Grund hat. Sie geht aus von einem Menschen, der einmal Gott nahe war, rein und schon. 
Dieser urspriingliche Mensch “wahrlich liebte die Sonne“, er war “gerechf’, sundelos, er hatte 
keine Schuld. Jetzt hat er das Paradies verloren und eine unuberbriickbare schreckliche Kluft 
trennt ihn von seinem eigentlichen Dasein. Das Reine ist fremd in der Welt und kann nicht in 
ihr bestehen. Sein Morder ist schon unterwegs, es geht unter, ehe es lebt. Kaspars 
urspriinglicher naturlicher Zustand (indel sich in der Nennung der von ihm geliebten 
Naturdinge: Wald, Weg, Vogel, Freude des Grains. So unschuldig, wie Kaspars Dasein ist, so 
unschuldig sind diese Dinge genannt. Sie sind wirklich geliebt und wirklich gemeint, sie 
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haben keine andere Bedeutung als die ihres einfachen Daseins, eines paradiesischen Daseins 
vor dem Fall. 

Mit der Wendung “Die Stadt am Abend” will der Lyriker einen Ort bezeichnen, wo es 
kalt, finster und gefahrlich ist. Es ist eine finstere Stadt, ohne Sonne und Wege des Waldes, 
sie ist als Chiffre fixiert, welche Hoffnungslosigkeit, Einsamkeit und Verlorenheit des 
Individuums schafft. In eine solche Stadt muss Kaspar Hauser als vollkommener Fremdling 
eintreten. Der bedriickende Sinn der Chiffre Stadt ist durch den Dichter einigermaPen 
festgelegt, man darf auf keinen Fall ihn nur kulturkritisch nehmen. Er zielt auf einen 
anthropologischen Sachverhalt. Viel schwieriger zu interpretieren, ware die Wendung “weipe 
Menschen”. Es ist bekannt, dass Trakls Dinge durch Farben bezeichnet werden. Aber es ware 
ein groPer Irrtum zu rneinen, dass diese Bezeichnung festlegbar sei - sie wird in der Regel 
meist widerspruchliche Deutungen zulassen. Manchmal kann unsere sinnliche Vorstellung 
nur wenig helfen. Trakls Farben erscheinen beliebig gebraucht und sie verwandeln ihre Trager 
zu einer nicht mehr natiirlichen Erscheinung. Dieser Beliebigkeit wird man staunend gewahr, 
wenn man versucht, die Gedichte von Trakl zu vergleichen. Trakls Farben besitzen eine starke 
Ausdruckskraft, die bei der Gestaltung der geistigen Wirklichkeit eine grope Rolle spielen. Es 
sind spezifische, besondere Farben, die die eigene Seelenlandschaft wiedergeben und direkt 
auf die Seele des Lesers wirken. Man kann bemerken, dass G. Trakl die Farben abstrakt 
verwendet, das Adjektiv, das eine Farbe vermittelt, lost sich regelrecht vom Substanz und 
entwickelt seinen eigenen Wert. Es ist doch interessant zu verfolgen, fur welche Gefuhle und 
Bedeutungen die Farben im Gedicht stehen. Anhand von Farben schafft der expressionistische 
Lyriker Bilder, in denen sich oft die Unsicherheit, die Angst, der Zweifel und die 
Ausweglosigkeit der Umbruchsphase nach der Jahrhundertwende widerspiegeln. Nur wenige 
Gedichte von Trakl enthalten keine farbigen Attribute, die meisten Gedichte beeindrucken 
und manchmal schockieren durch die Vielfalt der Farben. Das war vielleicht auch die Absicht 
des Lyrikers zu der Epoche. Er wollte Bilder schaffen, die Ausdruck einer Krisenzeit um die 
Jahrhundertwende sein sollten, in der das Schicksal des Menschen mit zahlreichen Problemen 
auseinandergesetzt war. Gleich dem Schicksal von Kaspar Hauser war auch das Schicksal der 
anderen Menschen zu der Zeit. Die Unsicherheit, die Gefahr, die Entfremdung und schliepiich 
die Einsamkeit bestimmten das menschliche Dasein. 

Wenn Trakls Fruhgedichte suggestiv “farbig” sind und die Farbe mehr oder weniger 
nur die Akzentbedeutung sinnlicher Impressionen hat, so erscheinen die Farben in den 
spateren Gedichten stimmungsvoller und bedeutungsvoller. 2 In der Lyrik von Trakl gilt die 
Farbe als eines der wichtigsten Elemente. Oft ist es schwer zu interpretieren, welche 
Bedeutung sich hinter seinen Farben verstecken, denn die Farben besitzen oft keine eindeutige 
Bedeutung und das verursacht Schwierigkeiten bei der Interpretation. In der lyrischen 
Darstellung ist die Farbe nicht nur ein Informationstrager, sondern auch ein Sinntrager. Die 
Hauptfarben, die man in der Natur sehen kann, erscheinen auch in seinen Dichtungen. Es sind 
nicht nur kalte Farben wie Blau, Schwarz, Weip, sondern auch warme und starke Farben wie 
Rot, Purpur, Gold, Gelb usw. Die Farben dienen nicht nur bei der Naturbeschreibung als 
traditionelles Attribut, sondern sie vermitteln auch sinnliche Stimmungen. Die am haufigsten 
von Trakl gebrauchte Farbe ist Schwarz. Diese Farbe hat auch bei dem Lyriker eine negative 
Konnotation wie Tod, Schatten und Nacht. Sie steht zum Beispiel fur Angst und 
Todesvorahnung und dominiert in einer uberirdischen Welt sowie in einer Todeswelt. 
Schwarz kundigt die Nahe des Todes an, sowie den Verfall des menschlichen Daseins. 


2 Otto Basil: Georg Trakl in Selbstzeugnissen und Bilddokumenten, Reinbek bei Hamburg, 1965, S. 59. 
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Deshalb spricht man bei Schwarz eher von einem Zustand als von einer Farbe. Mit einer 
ahnlichen Bedeutung benutzt Trakl auch das Adjektiv “dunkel”, das genau wie Schwarz auf 
Nacht, Dammerung und schlieplich auf Tod hinweist. 

Im Gegensatz zu Schwarz und dunkel steht das ambivalente Purpur, das durch ihre 
Vieldeutigkeit die ganze menschliche Existenz versinnbildlichen will. Trakl benutzt diese 
Farbe als Stimmungssymbol. Ihre Bedeutung ist von dem Kontext abhangig. Folglich hat 
Purpur weder eine positive noch eine negative Bedeutung. In Purpur erscheinen oft die 
unvermeidbaren menschlichen Schmerzen. Trakl gebraucht die Farben, um die Stimmung zu 
intensivieren. Nicht die konkrete Bedeutung zwischen der Farbe und einem bestimmten Sinn 
ist das Ziel des expressionistischen Lyrikers, sondem eine abstrakte Versinnbildlichung von 
Emotionen und Gefuhlen. So verbindet er den Untergang der Sonne mit der Farbe Purpur: “Er 
wahrlich liebte die Sonne, die purpurn den Hiigel hinabstieg.” In diesem Fall spiegelt das 
Farbattribut eine Seelenlandschaft wider, eine tiefere Bedeutung wird vom Lyriker nicht 
angestrebt. Das Purpurne entspringt direkt der Seele Trakls und steht fur das 
Unaussprechliche im positiven wie auch im negativen Sinn. 

Eine unerreichbare iiberirdische Welt wird durch Weip ausgedriickt. Trakl schreibt 
dieser Farbe eine ganz andere Bedeutung zu, die dismal nicht mehr Reinheit und Unschuld 
bezeichnet, sondern Gefahr und Tod, etwas Blutleeres, Lebloses und Bedrohliches. Mit Weip 
verwandt ist Silbern, es ist aber mehr eine sinnliche Erscheinung. Beide sind jedoch kalt, bei 
Silbem handelt es sich aber um eine metallische Farbe. Bei Trakl steht diese Farbe fur das 
Sundhafte, es hat also eine negative Konnotation. In dem letzten Vers des Gedichts “Silbern 
sank des Ungebornen Haupt hin” ist Silbern eine kalte und kostbare Farbe, ein sehr hartes 
Metall, eine Art Totenmaske. Kaspar muss sein trauriges Schicksal akzeptieren, er muss 
untergehen, weil er seine Schuld verloren hat. 

Wenn in Purpur die unvermeidbaren menschlichen Schmerzen erscheinen, fuhrt Grim zum 
Gedanken meistens einer bluhenden Natur und des Lebens. Die Farbe hat in diesem Fall eine 
positive Konnotation. Die Natur ist schon, sanft und der Mensch fuhlt sich gut inmitten der 
Natur, er ist mit der Natur verbunden. Bei dieser Farbe steht einerseits die Lebensfreude aber 
andererseits kann Grim Verwesung und Stagnation ausdriicken und da bekommt die Farbe 
eine negative Konnotation. In Trakls Gedicht Kaspar Hauser Lied bezeichnet die Farbe eine 
frohliche Existenz, Zufriedenheit, Leben. 

Zweifelsohne stellen die Farben eine Briicke zwischen der inneren und der auperen 
Welt Trakls dar. Die farbigen Bilder verstarken das Verhaltnis zwischen dem Objekt, 
beziehungsweise der Sprache und dem Subjekt, d.h. dem lyrischen Ich. Die zahlreichen 
Farbkontraste vervielfaltigen die Bildschichten und dadurch verleihen sie neue Bedeutungen, 
die die Gefuhle intensivieren. Es ist bemerkbar, dass unterschiedliche Farben ein und 
demselben Gegenstand oder Gefiihl zugeordnet sind. Beispielweise stehen fur den Tod 
mehrere Farben: Schwarz, Weip, Grim. Das war moglich, weil Trakl den Farben keine 
eindeutige Bedeutung geschenkt hat, sondem er sie nach Gefiihl und Stimmung eingesetzt 
hat. Die Bedeutungen der Farben stehen im Zusammenhang mit dem Kontext, mit der 
Situation, die der Lyriker veranschaulichen wollte. 

Mit diesem Gedicht wollte Trakl das Schicksal von Kaspar Hauser darstellen und 
dadurch das Schicksal einer Generation, das in der expressionistischen Epoche problematisch 
geworden war. Das Schicksal von Kaspar Hauser ist Ausdruck inneren Erlebens und innerlich 
geschauter Wahrheit. Die Erfahrung des Krieges, das Erschrecken angesichts des sinnlosen 
Massensterbens pragen die menschliche Existenz. Die Auseinandersetzung mit der 
biirgcrlichen Gesellschaft, die den Kapitalismus und Militarismus unterstiitzt, obwohl sie nur 
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scheinbar mit der neuen politischen Ordnung zufrieden war, sowie das Gefiihl der 
Unsicherheit, die den Menschen nun beherrscht, fuhren allmahlich zur Entfremdung des 
Menschen von der Gesellschaft und von sich selbst. Das Bild der Wirklichkeit entspricht nicht 
mehr seinen bisherigen Wertvorstellungen. In der verfallenen Welt sucht der Mensch, in 
unserem Fall Kaspar umsonst nach einem Weg, der seine Existenz schutzt und ihr Sinn gibt. 
Muss Kaspar wirklich in dieser Situation die “Totenmaske” akzeptieren? 
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MIRCEA ELIADE AND THE DESTINY OF ROMANIAN CULTURE 
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Abstract: The paper expands upon Eliade's opinions on the destiny of the Romanian culture expressed 
both in his contribution entitled' The Destiny of the Romanian Culture’, published inl953,a period 
dominated by the Russian communist ideology, and, in his articles published between 1934-1938.All 
his opinions reveal his strong concern for cultural issues expressed both privately and as a mentor of 
his own generation. They reflect his optimistic outlook regarding the mission of culture as concerns 
the advancement of the Romanian people. Eliade expresses, sometimes contentiously, both the part 
played by his generation, their successes, and the sacrifice of the Romanian people, insufficiently 
turned into account by the historiographical Western conscience, the goal of the young generation of 
writers was to considerably enlarge the universe of the Romanian culture, opening new gates to new 
spiritual horizons. His generation only enjoyed a short period of expressing their creative liberty that 
lasted for 10-12 years, being followed by royal dictatorship, by war and, then, by commun ism. Even if 
the Romanians didn't possess the Western type of culture because of their contradictory history, after 
the fall of Constantinopol, they became the sourse of the entire Christian East. The Russian conquest 
of Romania brought about its most fearful cultural opponent, giving birth to an extraordinary spiritual 
reaction, meant to generate, in time, the real opening of Romania to the cultural history of Europe. 
Elude's hope was that Romania's unfortunate history could represent a real chance for the survival of 
the Romanian people. Once belonging to the centre of European culture, our culture hasn't lost its 
creative potential preserving its spiritual resources. Eliade claimed that the sacrifice of the Romanian 
culture would have threatened not only the survival of the Romanians but of the entire Western 
culture. 

Keywords: Eliade,European and Romanian culture,survival,Horizons 


In afara eseisticii, a operei literare si a celei savante, Eliade a fost si un jurnalist genial 
care i-a continuat pe Hasdeu, Eminescu, Iorga, Nae Ionescu s.a. Articolele de tinerete 
publicate in ziarele vremii dezvaluie o combustie interioara rara, o intensa traire, o forta de 
comunicare speciala ca si un mesianism raportat la devenirea poporului si a culturii romanesti. 
in Cuvantul inainte la volumul al doilea al cartii Profetism romanesc (care reunea articolele 
publicate de Mircea Eliade in presa romaneasca pe aceasta tema), volum intitulat Romania in 
eternitate, Nicolae Georgescu vorbeste cu indreptatire de faptul ca aceste pagini tradeaza 
“nerabdarea creatiei” savantului care daltuia deja cu forta si determinare la creatia 
icebergului. 1 Articolele de presa ne dezvaluie un Eliade descatusat de bibliografii si de febra 


1 Nicolae Georgescu „Mircea Eliade sau nerabdarea creatiei", p.7-23, in vol. Mircea Eliade Profetism romanesc, 2, Romania 
in eternitate, Editura Roza Vanturilor, Bucuresti, 1990. 
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cartilor, coborat in arena sa combata in profitul culturii romanesti, acelasi Eliade tanar care 
scria in acea vreme Oceanografie (1935) sau Fragmentarium (1938). 

Cultura, creativitate, stat cultural 

Pentru Eliade cultura este subsumata creatiei cuprinzand manifestarile umanului si 
bind strans legata de creativitate. Creatia este pentru el, in primul rand, de natura spirituals, 
reprezentand dezvoltarea potentelor individului, fie ca e vorba de construirea unui echilibru 
interior, fie de opere care-1 definesc. 

Creativitatea, crede Eliade, reprezinta tocmai elementul care-1 deosebeste pe om de 
regnul animal, fund semnul distinctly si definitoriu al umanitatii in fiintarea ei in univers. Este 
binecunoscut faptul ca in tara noastra teoria creativitatii, care a dominat epoca interbelica, a 
fost dezvoltata de Nae Ionescu, Constantin Radulescu-Motru, Nicolae Iorga si de Lucian 
Blaga. Mircea Eliade se revendica din toti acesti inaintasi, propunand in acelasi timp o viziune 
proprie. El crede cu convingere in teoria statului cultural a carui menire este de a-1 ajuta pe 
om sa creeze, venind in intampinarea nevoii individuale de creatie. 2 Daca teoria a fost 
dezvoltata la noi inainte de primul razboi de Nicolae Iorga si de Mihail Dragomirescu, ea a 
devenit dominanta in perioada interbelica, prin Nae Ionescu si scoala acestuia. Pentru a depasi 
orice stagnare culturala, Eliade viseaza la o creatie total necenzurata, controlata doar de o 
cenzura interioara in impulsul ei catre forma si catre categoriile morale. 

Rolul intelectualului in dezvoltarea culturii 

Dintre toate clasele sociale, intelectualii sunt singurii meniti sa creeze. Eliade crede ca 
creatia este greu accesibila omului de rand, fara cultura, purtat de val si manevrat de idei 
politice. Mai mult decat atat, intelectualii sunt mai pretiosi chiar decat geniile pentru ca un 
geniu absoarbe lumea lui si-i da suflu vital, in vreme ce un intelectual este capabil sa 
stabileasca legaturile interioare dintre toate domeniile timpului sau, surprinde sensul creatiei, 
il explica si-1 continua. 

Intelectualul, care formeaza elita societatii, presimte schimbarile fundamentale dintr-o 
societate, mai precis, are forta si intuitia de a prevedea revolutiile : «schimbarile 
fundamentale se presimt la inceput de catre elitele intelectuale ale unei tari [...] iar o revolutie 
isi are radacinile nu numai in revendicarile unei clase sociale, ci si in critica valorilor sau 
experientele sufletesti ale elitelor.» 3 . Doar intelectualii, « ei, si numai ei, creeaza valorile 
specifice unui popor, ei ii verified existenta biologica si ii justified misiunea istorica» 4 . Chiar 
sensul ethnologic al cuvantului intelectual e apropiat cuvantului intelegere, precizeaza Eliade: 
«intelectual si intelegere, aceasta inseamna intus legere, a citi inlantru: a citi, adica a vedea 
clar si precis » 5 . Intelectualii sunt alesii care sesizeaza procesul de creatie, fund acei creatori 
de valori, acei alesi prin care o istorie creste si « prin care o tara merge mai departe sau 
decade pana la nefiinta» 6 . 

Cat priveste raportul dintre intelectuali si mase, Eliade afirma ca elitele creeaza 
cultura, iar masele sunt datoare sa infaptuiasca: «Natiunea fiind un instrument cultural, rolul 
statului nu poate fi decat acela de a ajuta pe fiecare cetatean sa creeze.[...]. Nu fiecare 
individ este dator sa creeze cultura.', toti sunt datori insa sa-si creeze echilibrul lor interior prin 


2 Mircea Eliade „Cum se consolideaza statul cultural", 3 februarie 1935, in vol. Romania in eternitate, ed. cit., p. 56-59. 

3 Mircea Eliade, „Cum incep revolutiile ”, 17 martie 1935, Profetism romanesc, vol. 2, Romania in eternitate, ed. cit., p. 70. 

4 Ibidem. 

5 Mircea Eliade, „Simplu comentariu”, 19 mai 1934, in vol. Romania in eternitate, ed. cit., p 89. 

6 Ibidem. 
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/«/i/d.» 7 .Intelcctualii reprezintS o fortS foarte pretioasS a natiunii constituind « lupta contra 
neantului, a mortii, permanenta afinnare a geniului, virilitatii, puterii de creatie a unei 
natiuni.» 8 . Privind in trecut, el observa imensa concentrare de energii creatoare in realizarea 
obiectivelor politice si sociale: « prima generatie de intelectuali, adicS pasoptistii au fScut 
politics. A doua generatie, a Unirii, a RSzboiului Independentei-a facut tot politics si tot 
reforme sociale. A treia generatie-de legSturS ca si generatiile urmStoare (sSmSnStorismul, 
generatie frontului, generatia Gandirii ) au facut toate, mai devreme sau mai tarziu, politica 
simplS sau politica socialS.» 9 . Mai mult, toti savantii romani in viatS erau inregimentati 
politic: « Nu cred ca exists tarS in lume in care sS se fi consumat atatea energii pe tSramul 
politicii de partid. ». 10 
Omul nou 

O temS importantS de dezbatere este aceea a omului nou, adevSratS obsesie europeanS 
a perioadei interbelice, care a cSpStat repede conotatii politice. Eliade a fost aproape de acest 
concept si de semnificatiile lui la nivel european. El distinge intre diversele tipuri social- 
culturale ale omului nou (omul nou sovietic, omul nou hitlerist, etc.) afirmand ca niciunul 
dintre acestia nu este in stare sa creeze cultural. Convingerea profunda a lui Eliade este ca 
omul nou nu se va naste venind dintr-o tabSrS politica, ci, ca intotdeauna in istorie, « printr-o 
rSsturnare de valori spirituale, printr-o nouS icoanS a omului despre sine insusi.» n . 
Crestinismul singur a creat omul nou, crede Eliade, aducand « mai mult in istoria lumii decat 
rSzboaiele si revolutiile la un loc. Si crestinismul a fost o experientS spirituals, inlocuirea 
vechii economii a legii cu noua economic a iubirii.» 12 . De fiecare data cand apare, omul nou 
se naste « printr-o iluminare lSuntricS » 13 . Mai mult decat atat, omul nou s-a realizat in fiecare 
printr-o experienta decisivS, iar « in fiecare dintre aceste experience decisive, numai libertatea 
si creatia au jucat un rol. Libertatea si creatia sunt singurele fundamente care trebuie sa 
ramana, orice sensuri si valori s-ar darama in jur.» 14 

In dezbaterea la nivel european despre omul nou, Eliade isi pune intrebarea legitima 
daca romanii se pot infatisa Europei cu o experienta specified, cu un tip romanesc de om nou. 
Prezenta in dezbaterile despre cultura romana inca din preajma revolutiei de la 1848, teoria 
specificului national este asumata de Eliade care o racordeaza acum la teoria europeana 
tocmai din dorinta de afinnare europeana, de intrare a Romaniei in cercurile europene. 
Complexele tarilor de margine s-au exprimat in perioada interbelica si prin paradoxul 
participarii la viata politica europeana prin implicarea specificului national. 

Cultura romaneasca si impartirea Europei 

Deja la 1935 Eliade observa pericolul impartirii Europei in doua, mai precis intre 
nemti si rusi, in termenii urmatori: «am facut exact doua mii de ani inapoi. Economia 
spirituals a CrestinStStii nu mai poate functiona; in locul ei se instaureazS matriarhatul german 
si tribul sovietic, cu o economie specifics si o spiritualitate specificS[...]. Idei nu vor mai 
putea avea decat cei care cunosc pe de rost fonnulele magice ale economiilor respective.» 15 . 
Intr-un asemenea context, statele mici sunt cu atat mai periclitate cu cat nu conteazS in aceastS 


7 Mircea Eliade „Cultura sau politica?”, 21 februarie 1935, in vol. Romania in etemitate, ed. cit., p. 64. 

8 Mircea Eliade „De ce sunt intelectualii Iasi?” 1 noiembrie 1934, p.??? 

9 Mircea Eliade, „Turnul de fildes”, 31 martie 1935, in vol. Romania in etemitate , ed. cit., p. 75. 

10 Ibidem, p. 76 

"Mircea Eliade, „Reabilitarea spiritualitatii”, ianuarie-februarie 1935, in vol. Romania in etemitate , ed. cit., p. 69. 

12 Ibidem. 

13 Ibidem. 

14 Ibidem. 

15 Mircea Eliade, „Noul barbar”, 27 ianuarie 1935, in vol. Profetism romanesc, 2, Romania in etemitate, p. 55. 
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previziune. Misiunea lor este sa opuna rezistenta in doua moduri si anume recurgand la 
specificul national pe de o parte si la marile cuceriri ale spiritului istoriei, pe de alta parte. 
Eliade critica politicianismul interbelic avand permanent in minte doua axe: Romania si 
Europa si urmarind cu precadere pastrarea si promovarea identitatii nationale. Scuturarea de 
politicianismul corupt putea propulsa Romania spre a-si castiga un loc definitiv in eternitate 
prin valorile ei spirituale, prin creativitate si geniu. 

Problema nationalismului 

9 

A 

Insasi acceptiunea pe care Eliade o da nationalismului este una complexa, profunda, 
legata strans de nevoia Romaniei de a se propulsa in eternitate: « nationalismul nu e numai 
iubirea fata de mortii si pamantul nostru, ci este mai ales setea de eternitate a Romaniei. Nu 
iubesti numai tot ce-a fost al stramosilor tai si ce este inca al tau-ci vrei ca acest tot sa fie in 
eternitate, sa ramana peste si dincolo de istorie. Iti iubesti tara si neamul pentru ca stii ca 
numai asa vei putea ramane si tu aici, in istorie, legat si pastrat de pamant. Eternitatea pe care 
insul si-o inchipuie, o cucereste sau o cerseste singur - este cu totul alta problema decat 
aceasta eternitate colectiva, a neamului intreg [...] mi se pare ca nu exista decat un singur fel 
de a-ti iubi neamul si tara: sa lupti, pe orice cale, pentru eternitatea lor. Lupta pe care fiecare o 
intelege dupa Urea si iubirea lui.». 16 

Pentru Eliade nationalismul este in primul rand un act de creatie spirituala: «constiinta 
de sine a unei comunitati omenesti, constiinta participarii la o lunga durata istorica, mai ales, 
valorificarea vietii prin aceasta participare-sunt acte de traire spirituala. Miturile, 
apocalipsurile, misiunile istorice pe care si le revendica orice natiune-nu au nimic de-a face cu 
viata biologica sau economica a unei asezari omenesti. Ancorata prin insasi fiinta ei in 
spiritualitate, o natiune nu poate avea decat un singur destin: sa creeze valori spirituale 
ecumenice. Sa impuna, cu alte cuvinte, tuturor celorlalte popoare universalismul ei » 17 . 

Spre deosebire de generatia pasoptista, generatia interbelica a carui reprezentant 
stralucit este Eliade a fost una profetica, cu totul intoarsa spre viitor, un viitor care tintea 
inscrierea spiritualitatii romanesc pe orbita universalitatii. Ca si alti reprezentanti ai acestui 
curent precum Mircea Vulcanescu, Noica sau Cioran, Eliade dorea un destin de ordin spiritual 
culturii romanesti. 

O cultura traieste si se consacra prin geniile ei, iar marii creatori ai Europei si-au 
ridicat neamul la eternitate, asa cum au facut-o marile spirite ale Italiei: «Orice se poate 
intampla cu Italia acum, poate sa fie infranta, robita, stearsa de pe fata pamantului. Dar nici o 
forta nu o poate scoate pe Italia din eternitate. Nici o revolutie, nici un macel, nici un 
cataclism nu va putea ucide pe Dante Alighieri, pe Michelangelo, pe Leonardo.» 18 . 

Pentru Eliade specificul national este o garantie a eternitatii unui popor si se manifests 
in arta si creatie spirituala. El considera ca cele trei elemente prin care Romania se poate 
integra Europei sunt: dorinta de constructie, spaima de timp si spiritul critic. Cultura ramane 
singurul mare mijloc de afirmare pentru Romania «care, oricum ramane o tara fara posibilitati 
de revendicari politico) in care cultura este «singurul mijloc de afirmare, si in fata lumii de azi 
si in fata istoriei de maine.». 19 


16 Mircea Eliade, ..Romania in eternitate”, 13 octombrie 1935, in vol. Profetism romanesc, 2, ed. cit., Romania in eternitate, 
p. 127. 

17 Mircea Eliade, ..Nationalismul”, Pasti, 1937, in vol. Romania in eternitate, ed. cit., p. 193. 

18 Mircea Eliade, ..Romania in eternitate”, 13 octombrie 1935, in vol. Profetism romanesc, 2, Romania in eternitate, ed. cit., p. 
128. 

19 Mircea Eliade, ..Cultura sau politica?”, 21 februarie 1935, in vol. Profetism romanesc, 2, Romania in eternitate, ed. cit., p. 
64. 
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Despre necesitatea despartirii culturii de politica 

Ideea asupra careia Eliade insista si care poate aduce asanarea societatii romanesti este 
despartirea degraba si definitiva a culturii de politica. De asemenea, o despartire a politicului 
de istorie se impune, ambele despartiri fiind absolut necesare, crede Eliade, in vederea 
eliberarii canalelor creativitatii si garantarii libertatii creatore a neamului. Marile spirite 
romanesti au fost nationaliste si, cu toate acestea, observa Eliade, «nu-l vad deloc pe 
Eminescu hitlerist. Nu-1 vad pe Parvan fascist. Oamenii acestia au fost oameni vii si, ca atare, 
au gandit si au creat romaneste. Poate fara stirea lor, dar au creat valorile noastre spirituale, au 
inaltat romanismul la valoare universala. Orice roman care vrea sa participe constient la viata 
spirituala sau sociala a Romaniei trebuie sa-si asimileze valorile acestea, trebuie sa-si 
asimileze traditia Eminescu -Iorga- Parvan». 20 . 

Secolul al XlX-lea in cultura romaneasca 

Eliade identified cu atentie nu doar mijloacele de integrare culturala ci si momentele 
propice in care tanara cultura romana s-a bucurat de oportunitatea conectarii la cultura si 
valorile europene. Secolul al XlX-lea a presupus, subliniaza Eliade, o energie speciala, «o 
vointa de creatie nebuna, inspaimantatoare, singura jumatate de secol cand au fost si romanii 
megalomani, cand se credeau centrul atentiei universale si voiau sa faca in 20 de ani ceea ce 
alte state norocoase si bogate facusera in trei sute de ani. Ceea ce caracterizeaza intreaga acea 
epoca este setea de monumental, de grandios, orientarea artistilor si a scriitorilor catre cei mai 
mari maestri [...]. Apoi un sincer sentiment de colaborare, de solidarizare in creatie; oricine 
era chemat-si erau toti alesi ( scrieti, baieti!).- pentru ca intreg poporul romanesc e un popor 
ales (romanul e viteaz, e bun, e poet\ ).[...]. Optimism civic, mesianism romanesc. Fiecare 
roman are o datorie sa faca marele bine pe care participarea sa la un popor ales ii ingaduia sa-1 
faca. Si ce nu putea face romanul in prima jumatate a secolului al XlX-lea? Putea sa faca un 
stat (si 1-a facut), putea sa faca refonne sociale care sa mmarmureasca Europa, putea sa faca 
o noua limba romaneasca. Maimutareala a Europei, s-a spus mai tarziu. Cred ca e o judecata 
pripita; oamenii nostri voiau sa intreaca Europa, ei se simteau zorile unei not umanitati, 
incepeau o noua istorie» 11 . Acest secol a reprezentat adevarata noastra renastere, afinna 
Eliade, deplangand insa faptul ca Renasterea noastra istorica a fost mult mai putin norocoasa, 
umanismul nostru transformandu-se prea repede in filologie si istorie, in scopul apararii 
latinitatii si a drepturilor. Nerabdarea creatiei i-a caracterizat pe toti marii romani ai secolului 
al XlX-lea: Balcescu, Heliade - Radulescu, Hasdeu, Eminescu. Dupa cum se stie, modelele 
culturale declarate ale lui Eliade erau Cantemir, Hasdeu, Eminescu §i Iorga, spirite care au 
incercat inaintea lui o sinteza spirituala romaneasca. 

“Ce-ti mai face generatia ?” 

Eliade a fost nu numai seful generatiei sale, mentorul si literatorul, adevaratul spiritus 
rector al acesteia, ci si teoreticianul ei. Reflectia asupra generatiei sale si mai ales asupra 
semnificatiei acesteia in contextul istorie si cultural romanesc este una memorabila. Putine 
spirite romanesti s-au preocupat atat de profund de intelegerea rolului istorie al generatiei lor, 
de provocarile care-i stateau in fata sau de raportul, uneori dureros, al potentialitatilor si al 
imposibilitatii de realizare. Generatia sa e nu numai proiectata in lungul sir istorie, ci si 
propulsata in viitor. Despre aplecarea speciala pe care o manifesta Eliade asupra propriei 


20 Mircea Eliade, „Criza romanismului?...”, 10 febmarie 1935, in vol Profetism romanesc, 2, Romania in eternitate, ed. cit., p. 
60-61. 

21 Mircea Eliade, „Cele doua Romanii”, 4 oct. 1936, in vol Profetism romanesc, 2, Romania in eternitate, ed. cit., p 167-168. 
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generatii, el noteazS cu umor intrebarea pe care i-o punea Emanoil Bucuta ori de cate ori il 
intalnea: « Tm i amintesc cu ce plScere il intampinam pe Em. Bucuta, stiind cS-mi va pune 
intotdeauna aceeasi intrebare: Ce-ti mai face generatia, d-le Eliade?.. Izbucneam intotdeauna 
in ras, pentru cS, intr-adevSr, intrebarea mi se pSrea irezistibilS. Dar, in fundul sufletului, 
stiam ca nu ma inselam. Eram deosebiti de inaintasii nostri nu numai pentru ca eram mai 
tineri, ci pentru ca intre ei si noi intervenise razboiul. Tot asa, imi spuneam, se va intampla si 
cu noi dacS, in 10-15 ani, va avea loc un nou rSzboi mondial. Vom fi socotiti de cei tineri nu 
numai mai varstnici, ci diferiti de ei. » 22 . 

Chiar daca generatia parea a fi prima neconditionatS istoric, ea se caracteriza printr-o 
puternicS constrangere temporals de care Eliade a devenit mai mult decat constient, de-a 
dreptul obsedat, am spune. Despre proiectul propriu Scrisori catre un provincial , Eliade 
noteaza, punctand tocmai aceastS presiune temporala pe care o constientiza si pe care incerca 
sS o transmits membrilor generatiei sale: «de curand incepusem o altS serie, Scrisori catre un 
provincial, in care, intr-un anumit fel, stSteam de vorbS cu tinerii din generatia mea. 
[,..].Eram obsedat de teama ca generatia noastrS, singura generatie libera, disponibila din 
istoria neamului romanesc, nu va avea timp sS-si implineascS misiunea, ca ne vom trezi intr-o 
zi mobilizati, asa cum au fost pSrintii, mosii si strSmosii nostri, si atunci va fi prea tarziu ca sa 
mai putem crea liber, atunci nu vom putea face decat ceea ce au fost ursiti sa faca inaintasii 
nostri: sa luptam, sa fim jertfiti, sa amutim.» 23 . Intr-un articol patetic intitulat „Anno domini” 
(1928) Eliade transmitea acestui provincial generic intreaga lui neliniste legata de presiunea 
timpului, cerandu-i acestuia sa-si imagineze ca anul 1928 era ultimul an de viata. 

in anul 1965, corespunzator publicarii „Cuvantului in exil” (1965), Eliade noteaza 
modul dureros in care Istoria i-a confirmat ulterior temerile de tinerete. Generatia urma sa 
aiba un timp scurt de creatie in libertate: «cred ca nu ma inselam. in fond, generatia mea a 
avut doar vreo 10, 12 ani de libertate creatoare. in 1936 s-a instaurat dictatura regala, apoi a 
venit razboiul si in 1945 ocupatia sovietica -si totul a amutit.» 24 

Asimilarea influentelor culturale 

in repetate randuri, Eliade isi reafirma increderea in cultura romana si distinge intre 
viata politica si Romania adevSratS: «Viata politics, ororile politicii noastre se tes pe deasupra 
rosturilor autentic romanesti. Romania politics e o tarS slabs si slSbitS. Romania adevSratS, 
istoricS, n-are nimic de-a face cu aceste slSbiciuni. Ea este. inainte de toate, este. Niciun 
dusman, nici o infrangere, nu va putea suprima certitudinea aceasta in propria noastrS 
existentS si misiune istoricS. » 25 . 

Rolul influentelor culturale este esential indeobste, allrmS Eliade, iar poporul roman a 
dat dovadS de o extrem de mare putere de asimilare a diverselor influente care s-au exercitat 
asupra sa: «nici o tarS din Europa nu a asimilat cu mai multS frenezie elemente etnice 
eterogene, cum am asimilat noi, de la 600 dupS Christos panS la sfarsitul secolului al XIX. 
Intr-altS tarS, amestecul acesta de rase si neamuri ar fi creat un popor cenusiu. La noi, 
rezultatul a fost poporul romanesc. Aceasta e o mandrie pe care nu stiu dacS o pot avea multe 


22 Ibidem, p. 13. 

23 Ibidem, p. 15. 

24 Ibidem, p. 16. 

25 Mircea Eliade, „Romanismul si complexele de inferioritate”, 5 mai 1935, in vol. Profetism romanesc, 2, Romania in 
etemitate, p. 85. 
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tari. Energia latenta a romanismului-de a asimila, de a configura, de a crea forme specifice - a 
fost pusa la incercare 13 veacuri.». 26 

Literatura romana si problemele ei 

Deja la momentul 1936 Eliade saluta faptul ca literatura romana inregistrase avansuri 
considerabile, dar observa ca scriitorul roman scria intotdeauna cu gandul la un prieten sau la 
un maestru, fara a se gandi la posteritate, fara a avea in vedere faptul de a fi recitit: «Am 
impresia, dupa lectura atator carti bune romanesti, ca autorii nostri nu practica acest exercitiu 
spiritual. De aceea, toate aceste carti sunt facute pentru a fi citite-nu pentru a indemna la 
recitire. Efortul maxim al autorului roman este de a fi citit de cat mai multi oameni, de a darui 
o emotie plenara, robusta, dar o emotie care se consuma odata cu sfarsitul cartii. Rolul 
scriitorului e insa, nu numai de a cristaliza aceste posibilitati emotive si intelectuale-ci de a 
face din fiecare carte a sa un aliment. » 27 . 

Despre cvasi inexistenta unei critici romanesti pe rnasura fenomenului literar 
contemporan Eliade se exprima intr-un articol din 1935, intrebandu-se polemic: « nu e rusine 
sa nu avem pana astazi o monografie asupra lui Parvan? Nu e ciudat ca avem doua volumase 
polemice impotriva d-lui Eugen Lovinescu-si nu avem inca, un studiu temeinic, actual, asupra 
d-lui Iorga, sau Liviu Rebreanu, Arghezi, Sadoveanu, Lucian Blaga sau Nae Ionescu? Critica 
noastra se margineste la articol de foarte rare ori, la un studiu sau eseu.» 28 . Si continua : «cine 
ni-1 interpreteaza pe un Liviu Rebreanu, pe un Camil Petrescu, pe o Papadat- Bengescu? Unde 
putem gasi o bibliografie completa a articolelor si poeziilor lui Tudor Arghezi? In ce carte 
vom gasi introducerea cea mai buna in opera lui Lucian Blaga?». 29 

In ceea ce priveste situatia traducerilor, Eliade constata saracia mare in materia 
traducerii marilor opere ale literaturii universale, ca si, uneori, calitatea slaba a acestora, 
aspect asupra caruia avertizeaza: «ar fi crima ca traducerile din capodoperele literaturii 
universale sa fie facute prost. Clasicii nu se citesc: ei se asimileaza, se iau ca rnodele, servesc 
drept manuale. Si patrunderea lor intr-o cultura este unul din cele mai sigure mijloace de 
control ale acestei culturi.» 30 . 

Destinul culturii romanesti 

Intre articolele anterior prezentate si cel prezent a intervenit nu doar o lunga perioada 
temporala, ci mai ales instalarea regimului comunist in tara noastra, dupa o lunga perioada 
agitata la sfarsitul careia Eliade a decis sa ia calea exilului. Exilul echivala cu Caderea in 
Istorie prin ruperea de Centra si ratacirea prin Labirint. Eliade a inteles repede faptul ca 
adevarata rezistenta in fata cataclismelor Istoriei era una culturala si a decis in consecinta sa 
continue liniile de forta ale spiritualitatii originare. Asa cum subliniaza Gratiela Benga, 
comandamentele istorice nu puteau fi depasite decat de comandamente si pozitii culturale 
explicit asumate: «Mircea Eliade a inteles ca misiunea exilului romanesc era intr-adevar 
politica, dar un politic mascat si filtrat prin activitatea culturala. Manifestarile culturale isi 
pastreaza identitatea si autonomia, vor tinti insa si un ideal cu finalitate politica. Prin insusi 
actul creator, autonom in esenta sa irepetabila, artistul se sustrage incercarilor ideologice si 
propovaduieste deplina libertate a spiritului uman. Identitatea si continuitatea spirituals a 


26 Ibidem. 

27 Mircea Eliade, „Scriitorul si publicul sau”, 20 mai -5 iunie 1935, in vol. Profetism romanesc, 2, Romania in eternitate, p 
91. 

28 Mircea Eliade, „De la recenzie la critica”, 22 septembrie 1935, in vol. Profetism romanesc, 2, Romania in eternitate, p. 
121 . 

29 Ibidem, p.122. 

30 Mircea Eliade, „Traduceri”, 1-15 mai 1935, in vol. Profetism romanesc, 2, Romania in eternitate p. 83. 
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romanilor depindea de capacitatea de adaptare si creatie a intelectualitatii romanesti-lupta 
impotriva momentului istoric-ca act de rezistenta politica prin cultura si etica supravietuirii in 
spirit)). 31 

Astfel, articolul publicat in anul 1953 incepe cu o cal da, vibranta si poetica declaratie 
de patriotism a lui Eliade care afirma unicitatea spatiului gcogralic si cultural romanesc si mai 
ales vitregia istoriei acestui neam: «putine neamuri se pot mandri ca au avut atata nenoroc in 
istorie, ca neamul romanesc. Ca sa putem intelege destinul culturii romanesti, trebuie sa tinem 
mereu seama de vitregia istoriei romanilor. Am fost asezati de soarta la frontierele rasaritene 
ale Europei, pe ambele versante ale ultimilor munti europeni,Carpatii, de-a lungul si la gurile 
celui mai mare fluviu european, Danubiul.» 32 . Asezati in calea invaziilor asiatice catre 
Europa, « romanii s-au alcatuit ca natiune, in decursul nenumaratelor invazii care au urmat 
abandonarii Daciei de catre Aurelian si s-au constituit ca organizatii statale independente 
putin timp dupa navalirea tatarilor, la inceputul secolului al XHI-lea. Popoarele navalitoare nu 
au adus nici un beneficiu cultural romanilor, cum s-a intamplat in atatea alte cazuri in istorie, 
bind culturaliceste, de o cumplita sterilitate.». 33 Despre dramatismul acestei rezistente 
romanesti, dar mai ales despre semnificatia ei pentru Europa si istoria Occidentului, Eliade 
afirma: « lupta aceasta necontenita si fara glorie [...] a echivalat cu o inspaimantatoare 
hemoragie. Fara indoiala ca rezistenta romanilor si a vecinilor lor dunareni a facut posibila 
salvarea Occidentului care a avut ragaz sa se intareasca si sa se pregateasca de contraofensiva. 
Cand, dupa infrangerea rezistentei romanesti, otomanii au ajuns la Viena si au asediat-o, in 
1683, era prea tarziu. Ei insisi erau istoviti de cele trei secole de lupta, si de atunci au fost 
siliti sa se retraga treptat din Europa. In treacat fie spus, sacrificiul de sange si de spirit al 
popoarelor din rasaritul Europei, n-a fost inca valorificat de catre constiinta istoriografica a 
Europei.» 34 . 

Istoria vitrega a romanilor explica de ce acestia nu au o cultura in sensul occidental al 
termenului , mai precis, «de ce, adica, n-au putut inalta catedrale masive si numeroase, de ce 
n-au zidit castele si burguri de piatra, de ce n-au adunat comori de arta, n-au scris prea multe 
carti si n-au colaborat, alaturi de Occident, la progresul stiintelor si al filosofiei. In primul 
rand, pentru ca n-au avut timp sa faca toate acestea, pentru ca n-au fost lasati sa le faca. 
Invaziile se succedau una dupa alta si oamenii nu numai ca-si paraseau satele ca sa se retraga 
in munti, ci le si ardeau in urma lor. Orasele au fost necontenit devastate si incendiate pana la 
inceputul secolului XIX. E de mirare, totusi, ca s-au mai pastrat cateva biserici si manastiri. Si 
frumusetea desavarsita a acestor lacasuri sfinte e cea mai buna dovada de gustul artistilor si 
voievozilor romani.» 35 . Dupa caderea Constantinopolului sub turci, « tarile romanesti au fost, 
multa vreme, izvorul cultural al intregului Orient crestin.» 36 . Prin acest eveniment nefericit 
pentru Europa, « se poate spune ca Evul Mediu s-a prelungit in Rasaritul Europei cu cel putin 
trei veacuri.)) 37 Pe cale de consecinta, toata activitatea culturala scrisa care s-a desfasurat in 
tarile romanesti s-a facut in sensul in care se scriau cartile in Evul Mediu, adica «pentru 


31 Gratiela Benga Mircea Eliade. Caderea in Istorie, Colectia Studii, Monografii seria Universitas, Editura Hcstia, 2005, p. 
164. ’ 

32 Mircea Eliade „Destinul culturii romanesti”, august 1953, in vol. Profetism romanesc, 1, Itinerariu spiritual, Scrisori catre 
un provincial, Destinul culturii romanesti, Editura Roza Vanturilor, Bucuresti, 1990, p.139. 

33 Ibidem. 

34 Ibidem. 

35 Ibidem, p. 141. 

36 Ibidem. 

37 Ibidem. 
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intarirea sufleteasca a poporului si invatatura clericilor.» 38 . Necunoscand Renasterea, romanii 
au ramas indiferenti cultural Occidentului, iar interesul acestuia pentru Romania, ca si pentru 
celelalte popoare din Rasaritul Europei a venit mult mai tarziu, in secolul al XlX-lea cand 
«ciclul inaugurat de Renastere a fost dclinitiv inchis si a inceput Eonul nationalitatilor» 39 . 

O primejdie mult mai grava venita din partea unui ocupant mult mai pcrlid este cea 
recenta, scrie Eliade la 1953, reprezentata de ocupatia sovietica. Este o ocazie pentru patriotul 
Eliade de a se lansa intr-o inlicrarc a comunismului stalinist prezentat ca regim al sterilitatii 
spirituale si reprezentand o primejdie de moarte la adresa culturii romanesti : « pentru intaia 
oara in istoria sa, neamul romanesc are de-a face cu un adversar nu numai exceptional de 
puternic, dar si hotarat sa intrebuinteze orice mijloc pentru a ne desfiinta spiritualiceste si 
culturaliceste, ca sa ne poata, in cele din urma, asimila.» 40 . Primejdia era mortala, subliniaza 
Eliade, nu doar prin dezradacinarile si dislocarile de populatie, ci mai ales prin distrugerea 
elitelor intelectuale ca si prin ruperea legaturilor organice cu traditiile populare. 

Solidaritatea culturii scrise cu universul folcloric manifestata de romantici isi va spune 
cuvantul in actualitate, crede el, intr-o epoca, adica, in care se antama un dialog de la egal la 
egal intre cultura europeana si celelalte culturi exotice si arhaice. Toate culturile extra- 
europene, insista Eliade, sunt bazate pe mituri si pe logica simbolului. Rezulta ca un dialog 
european cu celelalte culturi si spiritualitati non-europene era asteptat. Aplecarea culturii 
romanesti asupra spiritualitatii folclorice si arhaice o face apta, considera el, « mai mult decat 
culturile occidentale, sa inteleaga situatiile spirituale ale lumii non-europene si sa sustina 
dialogul cu aceasta lume.» 41 . 

Consideram ca ideea cea mai interesanta si indrazneata a studiului, in afara celei care 
afirma posibilitatea unei renasteri a culturii romanesti din propria-i cenusa in plin comunism 
este aceea ca aceasta cultura de renastere romaneasca nu s-ar naste pe un loc gol, ci ar 
continua chiar centralitatea culturii europene reprezentata candva: «in aceasta parte a Europei, 
considerate aproape pierduta dupa instalarea dominatiei otomane, s-au pastrat comori de 
spiritualitate care au facut candva parte din insusi centrul culturii europene caci Thracia 
dionisiaca si Grecia orphica, Roma imperiala si crestina, in aceasta parte a Europei, s-au 
intalnit si s-au plasmuit cele mai de seama valori.» 42 . Tocmai in aceasta parte rasariteana unde 
s-a intins Grecia, Roma si crestinismul arhaic s-a conturat adevarata Europa, nu cea 
gcografica, ci Europa spirituala. Toate valorile create inlauntrul acestei zone privilegiate fac 
parte din patrimoniul comun al culturii europene. Europa este un intreg, Occident si Orient si 
o reintregire nu poate fi evident infaptuita in absenta spatiului carpato-balcanic. Europa 
rasariteana, uimitoare prin forta ei de creatie este absolut necesara sintezei creatoare a unei 
Europe renascute, deschise celorlalte culturi : «culturaliceste, ca si spiritualiceste, Europa se 
intregeste cu tot ce a creat si pastrat spatiul carpato-balcanic. Ceva mai mult: avem motive sa 
credem ca spatiul in care s-a intruchipat Zalmoxis, Orpheu si misterele Mioritei si ale 
Mesterului Manole, nu si-a secatuit izvoarele de creatie; acolo unde moartea e valorificata ca 
o nunta, izvoarele spirituale sunt intacte. Europa este locul predestinat al creatiilor multiple, 
variate, complementare spiritualiceste si culturaliceste. Europa nu este - si nici nu poate fi - un 


38 Ibidem. 

39 Ibidem. 

40 Ibidem, p. 143. 

41 Ibidem, p. 146. 

42 Ibidem. 
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bloc monolitic. Ea are, deci, nevoie de dimensiunea orphica si zamolxiana pentru a se putea 
intregi si a putea plasmui noi sinteze.» 43 . 

Concluzia studiului este una la fel de vibranta, depasind problemele culturii romanesti 
si atingand destinul istoric al romanilor. Daca, prin miracol, samanta Romei nu s-a pierdut 
dupa parasirea Daciei de catre Aurelian, in prezent (e vorba de 1953!) intrebarea este daca 
Europa «isi mai poate ingadui aceasta a doua parasire a Daciei in zilele noastre? Facand 
parte, trupeste si spiritualiceste, din Europa, mai putem fi sacriflcati fara ca sacriliciul acesta 
sa nu primejduiasca insasi existenta si integritatea spirituals a Europei?». Si Eliade afirma 
profetic in final insistand asupra importantei cruciale al atitudinii Europei: «de raspunsul care 
va fi dat, de Istorie, acestei intrebari, nu depinde numai supravietuirea noastra, ca neam, ci si 
supravietuirea Occidentului.» 44 . Mesajul studiului cuprindea strigatul de disperare al 
carturarului dislocat el insusi din Centru, autoexilat, strigat de ajutor in mijlocul marasmului 
comunist din tara ocupata in care elitele fusesera lichidate sau indepartate. Strigat lansat catre 
confrati in ale culturii si ale scrisului, dar si de decidenti care vai! il vor ignora, sacrificand si 
cedand beznei aceasta parte de Europa. 

Intelegem ca, deja la data publicarii acestui articol, Eliade era inscris ferm in lupta 
pentru recuperarea centralitatii fiintei si a spatiului sau originar. In subtext, in calitate de 
reprezentant al spatiului oriental si asumandu-si complexul rasaritean, jurnalistul se ridica 
impotriva suprematiei occidental asupra Istoriei si a Culturii, intr-o incercare de echivalare a 
marginii cu Central prin investirea marginii cu atribute si valori specifice Centrului. Era 
evident ca, deja la acel moment, el ajunsese sa-si regaseasca Central prin creatie, contribuind 
prin insusi actul creator la definirea lui. Prin toate ideile si meditatiile asupra culturii 
romanesti, prin analizele subtile si pertinente pe care le face fenomenului cultural romanesc, 
dar mai ales prin mesianismul si profetismul unei mari constiinte care scrateaza destinul 
poporalui roman si al culturii romanesti in conditii istorice grele anuntand cu disperare si 
speranta posibilitatea convertirii catastrofei istorice in Renastere culturala, Eliade se 
dovedeste a fi carturarul de geniu chemat sa identifice in contemporaneitate specificul cultural 
romanesc si sa-1 proiecteze pe coordonatele unei Europe amenintate, in dureroasa prefacere, 
dar si pe cele ale universalitatii. Credem ca profetismul eliadesc este unic in cultura 
romaneasca pentru ca nimeni nu a stiut mai bine sa intrevada sansele pe care insasi catastrofa 
istorica in care se prabusisera tara si cultura romana le oferea poporalui roman si spiritualitatii 
romanesti si sa identifice in creatie o cale de mantuire si inaltare a neamului sau. Impartasim 
concluzia lui Dan Zamfirescu care afirma ca «geniul profetic al lui Mircea Eliade nu numai ca 
a prevazut un viitor devenit prezent, dar a si contribuit esential la implinirea profetiei 
[.. .J.Nimeni nu a indraznit sa creada atat de cutezator in viitorul culturii romane.». 45 
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TEARS AND SAINTS VERSUS THE EVIL DEMIURGE 


Mara Magda Maftei-Bourbonnais 
Assoc. Prof., Phd, Academy of Economic Studies, Bucharest 


Abstract: Even if it is difficult to judge whether Cioran was an atheist in everyday life or not (i.e. quite 
an uninteresting issue after all), researchers cannot ignore the relationship Cioran had with God in 
his written discourse. This controversial relationship appears mostly in two main books signed by the 
philosopher, namely in Tears and Saints and in The Evil Demiurge, the latter being written thirty 
years after the publication of the former. Though the terms of his relationship with God do not change 
in time, the style, the historical con text, the state of mind in which the second book was written were 
completely different. The Evil Demiurge remains one of Cioran’s cult book. If Tears and Saints 
represents the zenith of his negative state of mind, The Evil Demiurge is a well constructed, 
argumentative essay. We shall insist in this paper on differences and similarities between the two 
books, from points of view such as age, presence of family or not (as e.g. Tears and Saints is a kind of 
alarm clock for Cioran’s parents), style, influences, historical context, etc. in which they were both 
produced. 


Keywords: Cioran, “Tears and Saints”, “The Evil Demiurge”, God, atheism 


Cioran est ne dans une famille tres religieuse, mais qui se complait dans la souffrance. 
Souffrance legitime detenninee par le contexte historique, mais aussi souffrance interieure, 
maladive, organique, qui touche Aurel, le firere de Cioran et Virginia sa soeur. II s’apaise en 
ayant recours a la lecture puis a l’ecriture. Ne dans une famille ou l’on retrouve des troubles 
mentaux du cote maternel, il etait difficile d’y echapper. Cioran n’aime pas parler de ce sujet. 
Ou se trouve Dieu dans cette quete permanente de solutions ? Nulle part, car les prieres de sa 
famille restent sans reponse. Cioran est indigne. II finira totalement resigne avant de mourir. 
Atteint par la maladie d’Alzheimer, Cioran per^oit la punition de Dieu. II se rend a l’evidence 
et se calme. Mais si Dieu est punitif, alors ce n’est pas un Dieu chretien. Malade, Cioran qui 
refuse de parler en roumain depuis son arrivee en France, a du mal a parler fran$ais, la langue 
qui lui aura coute de dures annees de travail. II se remet a parler sa langue maternelle qu’il 
pretend detester profondement autant qu’il detesterait le peuple roumain. Si Dieu n’est pas 
vindicatif, que faut-il penser ? 

Deux livres temoignent pleinement de son etat d’esprit negatif envers Dieu : Des 
larmes et des saints et Le Mauvais demiurge ecrits a trente-deux ans d’intervalle. 
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Objectivement, Cioran eut moins de raisons d’attaquer Dieu par rapport a ses anciens 
collegues de generation restes en Roumanie et passes par les prisons coimnunistes. Chacun 
d’entre eux (Steinhardt, Noica, Acterian, etc.) essayerent en vain de le convaincre de son 
mauvais choix. En definitive, son attaque contre la Divinite represente peut-etre le seul theme 
qui est constant dans ses livres et une fois qu’il choisit de s’en prendre a Dieu et il ne pourra 
plus se retracter. Sa rage envers l’impuissance de l’homme face a l’autorite eternelle de Dieu 
le travaille. II conclut que le but de la religion n’est pas de consoler l’homme souffrant et 
solitaire, mais de calmer son desir de pouvoir (sa volonte de puissance pour employer 
l’expression de Nietzsche utilisee a tort et a travers par les recepteurs de son oeuvre). 
L’homme et Dieu n’ont pas les memes motivations, meme si « [l]e destin historique de 
l’homme est de mener l’idee de Dieu jusqu’a la fin » 1 . Epuise par la lutte permanente entre la 
raison et le besoin de croire, l’homme se pose la question de savoir si Dieu n’est pas tout 
simplement un subterfuge invente afin de controler la majorite. Je crois ou je ne crois pas, 
represente le dilemme du philosophe. 

Dieu est en meme temps le premier souvenir de chaque homme, II s’impose et parfois 
suffoque par sa presence. Cioran trouve un seul remede contre cela : bloquer a travers le 
mental tous les chemins d’acces vers Dieu. Mais tout effort de pallier le manque de croyance, 
commence par l’essaie de s’approprier Dieu. Cioran constata cependant rapidement que Dieu 
est firoid et solitaire. En outre, la theologie ne fait qu’eloigner Dieu du coeur des homines : 

« La theologie est la negation de Dieu (...) Depuis que la theologie existe aucune conscience 

n’y a gagne une certitude de plus, car la theologie n’est que la version athee de la foi (...) 

L’Eglise et la theologie ont assure a Dieu une agonie durable. » 2 
L’Eglise ne rend aucun service a Dieu. Evidemment, Cioran fait reference a l’Eglise 
orthodoxe. 

Fils de pretre, le philosophe partage le terrain de la croyance entre le demon et Dieu 
suivant peut-etre les preceptes de l’Apotre Jacob selon lequel meme les demons croient et 
tremblent. 

« (...) L’histoire humaine est un drame divin » 3 , determine par l’oscillation entre se 
rapporter ou non a Dieu, croire ou non dans Son histoire, imaginee et ecrite en definitive par 
l’homme pour ses semblables (Cioran reprit le point de vue de Spinoza). Le doute peut faire 
plus de mal que de bien. « II se pourrait que l’homme n’ait d’autre raison d’etre que de penser 
a Dieu. S’il pouvait l’ignorer ou l’aimer, il serait sauve » 4 . Malgre cela il est important de se 
rapporter a Dieu, c’est une forme d’auto-connaissance, un trajet obligatoire vers la decouverte 
de soi-meme. Tout etre chretien doit se definir par comparaison avec Dieu. Reflechir a Dieu 
signifie apprendre, la tourmente est necessaire, la souffrance, les dilemmes, font partie 
integrante de l’etre : 

« Celui qui ne pense pas a Dieu demeure etranger a lui-meme. Car l’unique voie de la 

connaissance de soi passe par Dieu (...) » 5 

Point de reference dans l’histoire de l’homme et dans l’Histoire qu’il crea au cours des 
siecles, Dieu est une volupte qui demeure craintive. Entre la haine et l’amour de Dieu, il 
n’existe pas beaucoup de distance. 


1 Emil Cioran, Des Larmes et des saints, (Euvres, p. 309 

2 Ibidem, p. 311 

3 Ibidem, p. 313 

4 Ibidem, p. 312 

5 Ibidem, p. 313 
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Dans Des Larmes et des saints, Cioran ne peut pas s’empecher de revenir sur le theme 
de l’histoire des civilisations tant debattue dans Transfiguration de la Roumanie, theme 
auquel il associe cette fois la condition religieuse des nations qui ont fait l’histoire. II s’agit 
des nations russe et espagnole, aidees dans leur elan par le fanatisme religieux, comme le 
constate Cioran egalement dans Transfiguration de la Roumanie et dans Histoire et Utopie. 
Contradictoire jusqu’a l’epuisement, dans Des Larmes et des saints Cioran soutient la these 
opposee, c’est-a-dire que le progres des deux nations est du a leur atheisme, idee 
completement fausse car tout lecteur sait tres bien que l’Espagne catholique comme la Russie 
orthodoxe sont des nations d’une religiosity presque fanatique. II Unit par admettre dans Des 
Larmes et des saints qu’il existe chez les deux peuples au moins « la passion » pour Dieu : 

« Le Russe ou l’Espagnol le plus sceptique est plus passionne de Dieu que n’importe quel 

metaphysicien allemand. » 6 

A la religion de ces peuples, lucides, capables de marquer l’histoire, Cioran oppose, 
comme dans Transfiguration de la Roumanie, l’image pesante des monasteres infirmes, 
insignifiants, et il introduit dans Des Larmes et des saints le terme cVacedie sur lequel il 
reviendra dans Precis de decomposition. Il l’associe a l’ennui des moines, pas si heureux que 
cela de servir Dieu tous les jours. Seul celui qui a visite les monasteres roumains et surtout les 
chambres des moines (en roum. chilie), sinistres, froides, symbole de la pauvrete dont le 
moine a besoin (sic !) pour retrouver Dieu, peut comprendre le degout de Cioran envers ces 
serviteurs de Dieu. Pire que la pauvrete et le calme assourdissant est l’ennui de cette vie 
repetitive, prisonniere d’elle-meme. Uacedie est done « non un degout de Dieu mais un ennui 
en Dieu. Uacedie, ce sont tous les dimanches apres-midi vecus dans le silence pesant des 
monasteres » 7 . A celle-ci, Cioran oppose Yacedie moderne, qui « n’est plus la solitude 
claustrale - bien que chacun de nous porte un cloitre dans son ame - mais le vide et l’effroi 
face a un Dieu debile et deserte » 8 . 

Toutes les divagations sur 1’existence ou la non-existence de Dieu sont determinees 
par la personnalite du Createur. Il n’est pas un createur optimiste, gai, alors que « Bouddha 
etait un optimiste » 9 . Il passe de la vengeance a la punition, Il regarde, Il menace, ce nouveau 
dieu, comme l’appelle Cioran dans Le Mauvais demiurge : « L’agressivite est un trait 
commun aux hommes et aux dieux nouveaux. » 10 Selon la religion orthodoxe, Dieu est amour, 
Il pardonne et II comprend. Alors, se demande Cioran, pourquoi nous menace-t-il avec le 
Jugement: « Vous pensiez arpenter l’Absolu, craintif et meprisant, lorsque soudain surgit un 
nouvel obstacle ! Le Jugement ! Et alors ? Dieu voudrait-il nous faire mourir une deuxieme 
fois ? » n Et l’ironie fine de Cioran surgit de nouveau : « Allons au Jugement une fleur a la 
boutonniere ! » 12 , tant que dans Le Mauvais demiurge, le philosophe insiste sur le caractere 
derisoire du Jugement dernier en recourant aux mots de Tertullien qui compare le Jugement 
au « plus grand des spectacles » 13 . 

Plus les hommes sont eduques, plus ils doutent. Le debut du doute est la fin de la 
croyance absolue. Le doute fait en meme temps exister l’espece. Un homme modele, qui 


fibidem, p. 315 
7 Ibidem, p. 317 

8 Ibidem 

9 Ibidem, p. 324 

10 Emil Cioran, Le Mauvais demiurge, (Euvres, p. 1179 
1 'Emil Cioran, Des Larmes el des saints, (Euvres,p. 319 
12 Ibidem 

13 Emil Cioran, Le Mauvais demiurge, (Euvres, p. 1179 
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prend ad litteram la parole de Dieu, serait trop lassant. C’est done dans la nature humaine de 
montrer son caractere dual, necessaire a revolution de l’espece. Douter signifie disposer d’un 
certain niveau d’intelligence. En meme temps, il est malaise de se debarrasser definitivement 
de Dieu (cela serait un fardeau trop difficile a porter) et il est impossible de le suivre 
aveuglement sans rentrer dans les ordres. 

« L’homme est ainsi fait : il se perd dans la Divinite ou bien il la provoque. Personne jusqu’a 
ce jour n’a ete “raisonnable” en Sa presence. » 14 

Dans un passage superbe, Cioran, grand styliste, insiste sur l’idee que Dieu « ne 
supporte pas l’orgueil de la creature » 15 . Alors, « I’homme ne porte aucune responsabilite, son 
createur etant a la source de l’erreur et du peche » 16 . Le probleme de Dieu est qu’il n’aime pas 
sa creature. La derniere fois qu’ils se sont vus, e’etait pour la chasser du Paradis. C’est alors 
qu’il a envoye Son fils, « par remords, non par pitie » 17 . 

En attaquant Dieu, Cioran se fait remarquer. La plupart des chretiens considerent qu’il 
est incontournable de croire en Dieu. Il faut croire car cela fait partie des coutumes de la 
societe moderne. Il est immoral de ne pas croire. Pilier dans la vie de tout chretien, Dieu est 
considere comrne une presence plutot qu’une absence. Cioran, lui, le juge insuffisant. Mais il 
oublie de nous fournir la solution alternative : que nous reste-t-il apres la negation de Dieu ? 
Le bouddhisme ? 

Le Mauvais demiurge represente une version plus docte encore de la querelle 
religieuse de Cioran. Abondant en explications dignes d’un discours scientifique, le ton 
change: de moralisateur, culpabilisant, Cioran passe directement a 1’accusation, a la 
demonstration de la mechancete de Dieu. Ce volume peut etre considere comme une 
declaration de non-amour chretien. Cioran est obnubile par un des sujets qui ont toujours 
hante l’hermeneutique de la religion chretienne : si Dieu est bon et juste, pourquoi permet-Il 
qu’autant de souffrance, de mechancete et de douleur regne dans le monde ? 

Selon ses collegues qui suivent le parcours de Cioran, le philosophe accuse surtout 
afin d’attirer l’attention de son nouveau public, il le fait dans le but de choquer. La douleur 
provoquee par l’insomnie et qui genere le conflit avec Dieu disparait a la maturite, laissant la 
place a une interrogation plus mure sur le caractere ambivalent de Dieu. Le Mauvais demiurge 
debute d’emblee avec la question de la bonte de l’homme : 

« A l’exception de quelques cas aberrants, l’homme n’incline pas au bien (...) Et s’il lui arrive 
d’etre bon non plus par effort ou calcul mais par nature, c’est a une inadvertance d’en haut 
qu’il le doit: il se situe en dehors de l’ordre universel, il n’etait prevu dans aucun plan divin. 
» 18 

Si l’homme est mechant, il ne fait que suivre l’exemple de son createur, « maudit», 
« un dieu malheureux et mechant » 19 . En depit de 1’effort du christianisme d’imposer un Dieu 
« misericordieux », l’homme, « faute » de son createur, se revolte. L’univers cree par Dieu 
peut sembler parfait a l’exterieur, dans la geometrie variable de la nature, mais il s’avere 
pourri quand nous reflechissons au drame interieur de l’homme tous les jours dechire entre 
souffrance, inquietude, et surtout conscience de la duree detenninee de son epreuve. Le pire 


14 Emil Cioran, Des Larmes et des saints, (Euvres, p. 326 

15 Ibidem 

16 Ibidem, p. 327 

17 Ibidem 

18 Emil Cioran, Le Mauvais demiurge, (Euvres, p. 1169 
19 Ibidem, p. 1170 
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role est celui de l’Eglise, legataire d’autant de fautes de creation, acharnee a sauver 
« l’honneur de Dieu ». 

Dans Le Mauvais demiurge, Cioran endosse un role de juge du monde et des deites. Le 
philosophe fait reference a des deites, car il gravite dans la sphere du gnosticisme, selon 
lequel les homines sont des ames divines fermees dans un monde materiel, cree par un Dieu 
imparfait - un Demiurge mechant. Cioran doute que Dieu le pere se soit mele a la creation 
(nous pourrons peut-etre ainsi lui pardonner tout l’arsenal des accusations a l’adresse de 
Dieu). L’auteur de la creation est un dieu sans scrupule, malheureux, maudit. La preuve que 
l’homme est sorti des mains d’un dieu mechant est l’incapacite de l’etre humain a faire preuve 
de bonne foi. L’homme est programme a faire le mal et si par erreur il fait le bien, son geste 
ne fait pas partie du plan divin. Dans ce contexte, Cioran se demande si la place de l’homme 
est vraiment parmi les etres ? 

Le philosophe insiste sur les origines de l’homme et il ne les trouve pas changees a 
l’exemple de Nietzsche. L’impulsion de la Genese « croissez et multipliez» ne peut sortir que 
de la bouche d’un Dieu mechant. S’ll avait ete bon, Il aurait plutot encourage l’homme dans 
ce sens : « soyez rares ». En tout cas, Il n’aurait jamais pu ajouter les mots « remplissez la 
terre ». Degoute par « la chair » qui peuple la terre malgre son echec, Cioran soutient que la 
procreation doit etre contrecarree : 

« Barrens la route a la chair, essayons d’en paralyser l’efffayante poussee. Nous assistons a 
une veritable epidemie de vie, a un foisonnement de visages. Oil et comment rester encore face 
a face avec Dieu ? » 20 

Cioran, enfin, explique ainsi les erreurs de la creation : 

« Ce monde ne fut pas cree dans la joie. » 21 

Se penchant sur la veille du christianisme, le philosophe conteste la legitimate de « nos 
dieux », coupables d’avoir imprime aux homines un de leurs traits : l’agressivite. Il condamne 
ensuite le Jugement dont l’homme a besoin alin de croire que l’histoire a un sens et que la vie 
individuelle n’est pas inutile. L’homme a besoin de croire dans un avenir, qui le reconcilie 
avec l’esprit divin, sinon il ne peut aller de l’avant. Cioran propose a l’homme d’abandonner 
ses dieux. Seuls les insignifiants ont besoin du sentiment rassurant de la religion. Cela ne 
devrait pas etre le cas de l’homme moderne, libere des prejuges, conscient de l’approche de la 
mort, mais serein : 

«Nous ne fumes heureux qu’aux epoques ou, avides d’effacement, nous acceptions notre 
neant avec enthousiasme. Le sentiment religieux n’emane pas de la constatation mais du desir 
de notre insignifiance, du besoin de nous y vautrer. » 22 

De plus, l’homme a pour lui le demiurge, ce Dieu malin dont il ne sert a rien de renier 
l’existence, qui accompagne l’homme depuis des millenaires. L’ennemi eternel de l’homme, 
le demiurge, est aussi une necessite. 

Par rapport au livre Des Larmes et des saints, dans Le Mauvais demiurge Cioran est 
plus discursif; le lecteur suit ses arguments, ordonnes scientifiquement, afin de decouvrir a la 
fin une sorte de « verite », conclusion dont l’homme a besoin pour confirmer ses theories. 
Cioran s’adresse d’abord a un public chretien, a un public eduque par la force du temps et de 
Page. Si son livre ecrit en roumain est plutot le temoin d’une crise religieuse, Le Mauvais 
demiurge est le produit d’un acte reflexif. Cioran a deja un public assez bien constitue en 
1969 quand il publie Le Mauvais demiurge, il sait a qui il s’adresse. Quant a Des Larmes et 


20 Ibidem, p. 1176 
21 Ibidem, p. 1175 
22 Ibidem, p. 1177 
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des saints, livre delicat quelle que soit l’epoque, il connait une histoire agitee. A cause des 
invectives contre Dieu, l’editeur roumain a qui Cioran con lie le livre le lui rend en lui 
expliquant qu’il a fait fortune grace a Dieu et qu’il ne peut pas publier un tel livre. L’ouvrage 
parait fmalement grace a une imprimerie quelconque avec la mention « a compte d’auteur »... 
A la date de sa parution, Cioran n’est pas en Roumanie, mais a Paris avec une bourse de 
l’Institut Culturel Frangais de Bucarest. Ses collegues (parmi lesquels Eliade donne le ton) 
rccoivcnt tres mal le livre de Cioran, les lecteurs et les commentateurs lui « crachent dessus », 
comme le note dans son Journal Jeny Acterien, la seule d’ailleurs qui enverra une 
appreciation positive a Cioran. 

Le Mauvais demiurge en revanche est un livre culte de Cioran. Si Des Larmes et des 
saints represente la consignation de ses etats d’ame negatifs, Le Mauvais demiurge est 
discursif, c’est un texte bien construit, argumentatif. Le chapitre Les nouveaux dieux est 
exceptionnel de ce point de vue, Cioran enchainant d’une maniere logique des arguments 
empruntes a 1’histoire de la religion pour soutenir le paganisme versus le christianisme, le 
polytheisme versus le monotheisme. II est cependant fidele a lui-meme par des affirmations 
revoltantes. S’il faut croire, se demande Cioran, pourquoi alors ne pas recourir au 
polytheisme ? Au rnoins, l’homme peut faire son choix. Le monotheisme oblige l’homme a 
vivre sous pression, sous le joug d’un dieu unique en lequel ilfaut 23 croire. 

« La foi d’ailleurs est une invention chretienne ; elle suppose un meme desequilibre chez 
rho mm e et chez Dieu, emportes par un dialogue aussi dramatique que delirant. » 24 
II est surement plus difficile pour l’homme de rendre hommage a un seul Dieu qu’il 
doit menager, tandis que le polytheisme offre un choix multiple : 

«Le monotheisme comprime notre sensibilite : il nous approfondit en nous resserrant; 
systeme de contraintes qui nous confere une dimension interieure au detriment de 
l’epanouissement de nos forces, il constitue une barriere, il arrete notre expansion, il nous 
detraque. Nous etions assurement plus normaux avec plusieurs dieux que nous ne le sommes 
avec un seul. Si la sante est un critere, quel recul que le monotheisme ! » 25 
Les mots de Cioran restent superbes, autant que les arguments deployes et les figures 
de style qui pigmentent le discours. Pourtant, nous imaginons la difficulte pour un croyant 
fervent de lire ces pages qui condamnent, qui critiquent sans gene. L’atheisme rend beaucoup 
de liberte a l’individu, qui peut juger Dieu comme il jugerait un sujet quelconque. 

A la source de tous les dechirements que l’homme endure, se trouve le christianisme 
qui impose a l’individu un seul mode de pensee. Le manque de liberte ne rendra jamais 
personne heureux. En outre, la religion chretienne se separe de l’Etat, s’individualise, 
contrairement au paganisme qui soumet les dieux a 1’approbation de l’Etat. Les 
gouvernements abusifs prendront ensuite leur revanche en s’appropriant la religion pour servir 
les interets expansionnistes de l’Etat (voir l’exemple de la Russie critiquee meme par Cioran 
dans Histoire et Utopie). 

Philosophe visionnaire, veritable prophete politique, Cioran associe l’epoque du 
polytheisme aux conflits ideologiques et celle du monotheisme aux conflits religieux. Le XX e 
siecle et les suivants sont des siecles domines par la haine religieuse entre des peuples qui ne 
partagent pas les memes dieux. De plus, Cioran s’etonne qu’un Etat qui affiche la democratic 
liberale comme doctrine puisse s’accorder avec le monotheisme. Si nous partons du principe 


23 C’est nous qui soulignons 

24 Emil Cioran, Le Mauvais demiurge, (Euvres, p. 1183 
25 Ibidem, p. 1183 
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que « la liberte, c’est le droit a la difference » 26 , nous ne pouvons associer qu’un regime 
autoritaire au monotheisme : 

«II y a dans la democratic liberale un polytheisme sous-jacent (ou inconscient, si l’on 
prefere) ; inversement, tout regime autoritaire participe d’un monotheisme deguise. » 27 
Ceux qui lisent Cioran doivent aimer les contradictions et doivent apprecier son 
inconstance. Apres avoir critique a maintes reprises le Dieu chretien et lui avoir reproche son 
agressivite, voila que plus loin, dans un eclat de style remarquable, Cioran conclut que le 
bavardage autour de « la mort de Dieu » est en fait « le constat de deces du christianisme » 28 . 
Cela parait simple pour le philosophe Cioran, moins pour Nietzsche. La mort de Dieu est 
aussi pour Cioran la mort d’un Dieu « inactuel, timide, rnodere » 29 . II poursuit: 

« Un dieu qui a dilapide son capital de cruaute, plus personne ne le craint ni ne le respecte (...) 
demuni d’agressivite, il ne constitue plus un obstacle a 1’irruption d’autres dieux. » 30 
Depuis le XVIII 6 siecle la religion de ce Dieu chretien a commence son declin. Le 
rnonde attend un nouveau dieu, ou fait avere, 1’expansion de religions anciennes et 
susceptibles de prendre des formes plus agressives, comme 1’Islam. 

Dans le chapitre intitule Paleontologie, Cioran revient sur sa triste condition : solitaire, 
voue a porter sa carcasse, a chercher refuge dans une doctrine de la delivrance, et pousse a se 
detacher de tout. Cioran prend le contrepied evident de la pensee d’Ignace de Loyola : 

« attribuer a Dieu nos reussites de toute espece, croire que rien n’emane de nous, que tout est 
donne, c’est la, suivant Ignace de Loyola 31 , le seul moyen efficace de lutter contre la superbe. 
» 32 

L’homme est trop vaniteux pour reconnaitre la suprematie d’un seul Dieu. Domine par 
le desir, il ne peut pas non plus se battre avec Dieu. II apprend en revanche du bouddhisme 
comment maitriser ses exces. Toutefois, il n’est pas certain qu’un homtne delivre d’exces 
puisse assurer le progres de son espece, il pourra du moins attenuer sa propre tourmente et 
empecher par exemple l’apparition des pensees liees au suicide. L’homme arrogant, detache 
du Dieu chretien, peut reflechir au suicide, possibility tenebreuse. Le suicide, rejete par le bon 
Dieu, est accepte par Cioran comme partie integrante de la vie de l’homme, tel qu’il fut 
fabrique par son dieu : 

« On ne se tue que si, par quelques cotes, on a toujours ete en dehors de tout. » 33 
L’homme se tue quand, ne supportant plus d’osciller entre la vie et la mort, il prend 
lui-meme la decision d’avancer sa mort, decision qui appartient normalement au Createur. 

L’homme est done le seul etre qui peut prendre la decision de mettre fin a ses jours. 
Oscillant entre la vie et la « non vie », l’etre ne peut pas etouffer les « defauts, vices, 
obsessions » 34 de la chair. 

« Par malheur, nous ne pouvons exterminer nos desirs ; nous pouvons seulement les affaiblir, 
les compromettre. Nous sommes accules au moi, au venin du “je”. » 35 


26 Ibidem, p. 1186 
27 Ibidem 

28 Ibidem, p. 1189 

29 Ibidem 

30 Ibidem 

31 C’est le professeur Nae Ionescu qui lui fit decouvrir le moine espagnol Ignace de Loyola comme le scolastique medieval 

Toma d’Aquino 

32 Ibidem, p. 1200 

33 Ibidem, p. 1203 

34 Ibidem, p. 1126 

35 Ibidem 
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Assujetti a la figure centrale de la religion chretienne qui est Dieu, l’homme egoiste 
par nature n’a que deux options: expier ses peches devant Dieu ou l’ignorer. La 
preoccupation pour Yetre, Cioran la decouvre pendant les cours de Nae Ionescu, lequel 
confronte le probleme de Yetre au drame de la redemption (renie d’ailleurs par le philosophe 
athee). Nae Ionescu pousse a l’evaluation du probleme ontologique afin d’insister sur les 
particularites authentiques de Yetre, evaluation que Nae Ionescu rnene jusqu’a la decouverte 
de « soi-meme » avec la reconnaissance des erreurs et des limites. Par « etre toi-meme », le 
fameux precepte du professeur, celui-ci indique rimportance d’une veritable existence 
spirituelle et le passage inevitable de rhomme ancien a l’homme nouveau (homme nouveau 
dans le sens religieux, l’homme apres l’arrivee du Christ; le professeur ne fait pas reference a 
la doctrine legionnaire de l’homme nouveau). Si rhomme souffre, il faut interpreter sa 
souffrance en adoptant une position nouvelle, transmet le professeur a ses eleves, l’attitude 
chretienne qui donne un sens nouveau a l’inquietude, a l’aventure et au desespoir. Cioran, 
mefiant a l’adresse de 1’existence de Dieu et rejetant la deite du Christ, ne peut pas 
experimenter l’inquietude et le desespoir au sens biblique, mais a la maniere vaniteuse de 
l’homme seul, sans reperes. 

Livre merveilleux, sorte de Bible a l’envers, dedie a la denegation de Dieu, Le 
Mauvais demiurge represente le manifeste anti-chretien de Cioran. Pourtant, le jour de son 
enterrement, il y eut une messe orthodoxe a l’Eglise roumaine (pas plus grande qu’une petite 
eglise de campagne) de la rue Jean-de-Beauvais, messe qui n’aurait pas eu lieu s’il s’etait 
suicide. Malgre la messe orthodoxe, le cercueil de Cioran sera ferine comme chez les 
catholiques. Le pretre orthodoxe invoqua dans des tennes tres elogieux la disparition de 
Cioran, malgre les attaques continues du vivant du philosophe a l’adresse de Dieu. Avec 
Simone Boue et la fille d’Eugene Ionesco, Marie-France, a ses cotes, ainsi qu’une centaine 
d’autres personnes, des Roumains pour la plupart 36 , Cioran part entoure des siens, des 
representants de son peuple qu’il a tant maudit. Le philosophe fait ses adieux en tant que 
citoyen roumain. Celui qui mangea quarante ans durant dans des cantines et se logea dans de 
minuscules mansardes, trouva la mort comme n’importe quel homme, apres une longue 
bataille avec la maladie d’Al z heimer. D’apres ses proches, Cioran meurt tourmente par le 
remord. Il se reproche deux choses : d’avoir tant denigre son peuple et de s’etre dispute avec 
Dieu. En realite, nous ne pourrons jamais savoir ce que Cioran, atteint par la maladie 
d’Alzheimer, a pu regretter ou non. Lui, qui a adresse tant d’odes a la souffrance, deperit dans 
une souffrance mentale. En definitive, les maladies psychiques de sa mere l’ont, d’une 
maniere ou l’autre, touche lui aussi. Son firere, le seul survivant de la famille, mourra deux ans 
plus tard. Sa veuve, Eleonora Cioran, la seule descendante par alliance, est decedee elle aussi 
en 2015 apres avoir temoigne sur son beau-frere chaque fois qu’elle en a eu l’occasion. 
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PARALLEL UNIVERSES AND TROUBLING ENTITIES IN LA 
FIANCEE NOIRE BY RAYMOND CLARINARD 


Anca Murar 

Assist. Prof., PhD, "Petru Maior" University of Tirgu Mures 


Abstract: In a changing Ukraine, captain Kalenko has the task to solve the mystery of a horrible 
crime. But it takes only a slightly imperceptible phase shift to make our hero cross an invisible frontier 
and to suddenly find himself in a parallel universe with indefinite traits, yet able to reveal the flaws of 
a society on the edge of losing its values and expose the profound social inadequacies. Kalenko 
wanders through these parallel worlds built on coordinates taken both from his oniric experiences and 
prosaic routine, in search of a fragile balance able to make some sense of a deceiving reality. Thus, 
the police investigation is constantly doubled by the initiatic journey of the hero and the reader, once 
entered into these universes inhabite by troubling entities, is looking for a lost essential enveloped in a 
perfume of eternity that urges him to complete his recreation. 

Keywords: mutation, mystery, parallel universes, onirism, initiation. 


On n’a vraiment peur que de ce 
qu’on ne comprend pas. 

Guy de Maupassant 

Parue en 2012, La Fiancee noire 1 de Raymond Clarinard a toutes les coordonnees d’un 
« roman a suspense » 2 reussi, pour reprendre la formule de Tzvetan Todorov : dans une 
Ukraine en pleine mutation, le capitaine Danilo Kalenko a la mission de resoudre le mystere 
d’un triple meurtre. En poursuivant l’histoire de l’enquete, le lecteur se laisse entrainer par la 
multiplicite des recits enchasses et des digressions, formule des hypotheses, poursuit, avec les 
agents FBI, les suspects et revient incessamment, avec Kalenko, sur les evenements passes 
pour verifier les moindres details, afin de decouvrir la verite sur l’histoire initiale. 

Cependant, place est faite au mystere, car d’epouvantables meurtres sont accomplis 
presque sous nos yeux terrifies, mais on n’en connait pas les veritables agents, ni les vrais 
mobiles. Et lorsqu’on apprend que l’enquete n’est que le cadre d’evenements encore plus 
inquietants : « L’arreter, reussir enfin a la faire parler, et mettre un terme a ce massacre, tout 
cela, il le comprenait soudain, n’etait qu’un pretexte, vague vernis masquant des pulsions 
presque animales qu’il ne cherchait meme plus a s’expliquer. » (FN, 276), on decide de 
prendre « l’entree du souterrain », on concede a s’egarer dans les labyrinthes oniriques du 


‘Clarinard, Raymond, La Fiancee noire, Paris, L'Harmattan, coll. « Presence ukrainienne », 2012. Toutes nos references 
renverront dorenavant au sigle FN, suivi du numero de la page. 

2 Tzvetan Todorov, Poetique de la prose, suivi de Nouvelles recherches sur le recit, Paris. Seuil, 1980, p. 16. 
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heros, a vivre ses delires, a sonder l’inconnu, dans le but d’y trouver un supplement de sens, 
sans savoir que l’on finira par tomber de Charybde en Scylla. 

II suffit alors d’un dephasage presque imperceptible (« Comine a chaque fois qu’il etait 
charge d’une affaire criminelle, il se sentait decale. [...] Et, comine a chaque fois, il sentait 
qu’il n’etait plus en phase avec ce qui faisait la realite du commun des Kieviens. » (FN, 60- 
61) pour que nous passions avec Kalenko une frontiere invisible et nous nous retrouvions 
dans des univers etranges aux reperes flous mais revelateurs des fissures d’une societe en 
perte des valeurs et d’inadequations sociales profondes : 

Un quadruple carnage comme celui dont il avait ecope, on n’en aurait pas vu 
sous le regne du Parti, voila ce que disaient les plus nostalgiques, ceux qui avaient 
l’impression que leur monde avait perdu tout sens et tous ses reperes. 

Sauf qu’ils se trompaient, ou qu’ils se mentaient, vieille habitude qui permettait 
de rendre le quotidien plus supportable. (FN, 63) 

Kalenko erre dans ces mondes paralleles puisant leurs coordonnees a la fois de ses univers 
oniriques et du banal quotidien, en quete d’un equilibre fragile qui puisse resignifier une 
realite decevante : 

[I]l estimait avoir de nouveau sa place, son role a jouer. Oui, un flic pouvait etre 
un rouage parfaitement sain de la societe, meme une societe aussi fissuree et 
bizarrement fichue que f Ukraine independante. [...] Il n’etait pas tres sur d’y croire 
lui-meme, mais le simple fait de le pretendre suffisait a lui donner l’illusion qu’une 
certaine forme de bonheur ne lui etait pas interdite. Un bonheur modeste, ou les 
grands projets et les grandes joies n’avaient pas leur place, mais un bonheur malgre 
tout, fait d’un gentil petit equilibre, d’une quietude tranquille liee a la simple 
satisfaction de se tirer correctement de sa mission. (FN, 73) 

L’enquete policiere se double done constamment du cheminement initiatique du heros et le 
lecteur, une fois plonge dans ces univers peuples d’inquietantes entites, va lui aussi a la 
recherche d’un essentiel perdu, remet en question les rouages sociaux, reflechit avec Kalenko 
a la mission de l’etre dans la societe, dans l’univers et aboutit a l’atroce verite finale. 

C’est notamment cette epouvantable quete emotionnelle du heros qui nous conduira a 
l’« auberge » (lieu de passage par excellence) et nous amenera a la rencontre avec des entites 
surnaturelles : deux themes fantastiques classiques. La poursuite des delires de Kalenko, le 
passage dans les univers intercalaires equivalent a la mise en relief d’autant de themes de 
predilection de la litterature de l’etrange qui nous permettront de rendre compte de la 
specificite de l’effet du fantastique dans le roman de Raymond Clarinard. 

Du reve eveille a l’« horreur cosmique » 

C’est lors des reves eveilles ou des delires oniriques que le quotidien rassurant et 
raisonnable se deconstruit, se dissout, les reperes spatio-temporels s’effacent pour qu’une 
autre realite surgisse dont le but est la cristallisation des peurs ancestrales : 

Toute capacite de reflexion totalement deconnectee par la terreur primale qui 
l’engloutissait, il ferma les yeux, en quete de quelque priere a meme de le proteger de 
ce qu’il sentait se glisser et enfler autour de lui, alors que les battements de son cceur 
ressemblaient de plus en plus aux roulements de tambours sacrificiels ricochant sur 
les gradins de pyramides perdues dans les tenebres. (FN, 204) 

Une des sources essentielles du fantastique de Raymond Clarinard est justement cette 
« horreur cosmique » formulee par Lovecraft qui derive d’abord de la perception d’un ailleurs 
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tenebreux et indicible constituant a la fois le cadre de manifestation des entites sumaturelles et 
l’espace des tribulations d’etres en proie a la folie, car les inconcevables univers paralleles 
sont apprehendes comme des elements heterogenes a la normalite et constituent done la 
source d’une experience dysphorique : 

Quand il comprit ce qui etait en train de se passer, un frisson d’horreur lui remonta le 
long de l’echine et sa nuque se herissa : 5 a recommen 5 ait, co mm e sur la place 
quelques nuits plus tot! [...] 

Son thorax lui donna l’impression de se comprimer, la douleur devint insupportable. 

Je vais crever ici ! hurla-t-il interieurement. Je suis en train de crever d’un infarctus, 
face a ces deux fumiers qui me regardent claquer [...] (FN, 154) 

Incapable d’agir ou de se soustraire a cette frayeur dechirante, Danilo Kalenko ne fait que 
subir ce supplice inexplicable dont le crescendo tenebreux seme au coeur du capitaine 
l’angoisse de la finitude : 

II tenta d’ouvrir la bouche pour mieux respirer, rnais ses machoires, vibrant de la 
merne douleur lancinante que sa poitrine, ne se desserrerent pas. 

Non ! Pas comme qa ! Je ne veuxpas finir comme qa ! [...] 

La souffrance se fit plus diffuse, plus generate, et il lui sembla qu’il s’enftu^ait 
lentement dans une brume ouateuse et collante. (FN, 154-155) 

Cet ailleurs inhospitalier se manifeste parfois comme une masse informe qui enveloppe le 
heros alln de le perdre dans les tenebres de l’enfer : « Il etait en train de se noyer, de perdre 
pied ; il le savait, tout comme il savait qu’il n’y pouvait rien. Et c’etait peut-etre cette lucidite 
qui rendait la situation encore plus penible. » (FN, 151) D’ailleurs, dans le Prologue du 
roman, le Dniepr qui n’est autre que l’incarnation de Thanatos coule impassible et indifferent 
a la volonte des humains, tout en scandant leur deperissement et en jetant un mauvais augure 
sur la destinee du heros : 

Aujourd’hui comme autrefois, et comme dans les siecles a venir, le fleuve scintillait 
sous la lune, elle aussi la depuis toujours. Sur ses rives s’ourdissaient de sinistres 
complots, et comme si souvent au fil des generations precedentes, le sang ne 
manquerait pas de couler, sacrifices qu’ils lui consentaient dans le vain espoir de se 
concilier ses bonnes graces. 

Mais il s’en moquait. (FN, 4) 

Enferme dans ces etranges realites hostiles, Kalenko contemple impuissant le sabbat 
vertigineux des horreurs et est souvent sur le point de succomber a la folie : « Il lui suffisait 
de repenser a son errance affolee sur la place Sainte-Sophie pour ne plus avoir envie de 
deambuler dans l’atmosphere enivrante et parfumee de la capitale une fois le soleil couche. » 
(FN, 191) Pour lui, la seule issue possible reside en l’acceptation de la tragique destinee de 
Sisyphe. 

Lieux de passage et univers paralleles 

Si les univers paralleles dans lesquels Kalenko penetre le plus souvent a son insu, sont 
plutot sombres, c’est qu’ils sont aussi a l’image de ce monde interieur « peuple de tensions et 
d’images, de puissances et de matiere qui grandissent et s’emeuvent autour de la mort. » 3 Et, 


3 Jad Hatem, La genese du monde fantastique en litterature, Bucharest, Zeta Books, 2008, p. 8. 





154 


Iulian Boldea, Cornel Sigmirean (Editors) 

MULTICULTURAL REPRESENTATIONS. Literature and Discourse as Forms of Dialogue 
Arhipelag XXI Press, Tirgu Mures, 2016 
ISBN: 978-606-8624-16-7 
Section: Literature 


comme le souligne Jad Hatem, c’est essentiellement de ce monde interieur eminemment duel 
que « se nourrissent la reverie, le reve et la fantaisie » 4 : 

Oil son imaginaire etait-il alle chercher tout fa ? Dans un livre ? Un film qu’il aurait 
vu, et dont il n’aurait aucun souvenir precis, mais que son subconscient lui resservirait 
maintenant en guise d’arriere-plan pour ses petits cauchemars personnels ? Si c’etait 
le cas, se dit-il avec un humour qu’il fut le premier a juger deplace, il ne s’etait offert 
que 1’image, sans le son. (/'TV, 154-155) 

Vacuite, silence et obscurite telles sont les composantes essentielles de ces realites 
faites d’elements heteroclites, en perpetuelle metamorphose : 

Appuye a la barriere de fonte qui encerclait le socle de granit de la statue, entoure de 
la foule silencieuse qui savourait toujours ce concert sans musique, il sortit son 
portable de sa poche et en consulta l’ecran bleute. 

-CACOMMENCE 
ZHOVTYYRAB. [...] 

Quand les feuillages des arbres se mirent a chanter a l’unisson au rythme de la lourde 
cloche, E assistance immobile acheva de se dissiper dans les tenebres. 

Et le bourdon, sombre, solennel, implacable, sonnait toujours au-dessus de la place 
deserte, ou ne se trouvait plus qu’un seul etre vivant, une seule ame humaine, il le 
savait, car il etait cette ame. Perdue, delaissee, a jamais condamnee, comme toute 
cette pauvre humanite dont le destin, lui promettait le lourd tympan de bronze de la 
cloche, appartenait desormais a d’autres, qui en jouaient comme ils l’entendaient. 

(FN, 130-131) 

Qu’il s’agisse d’un simple message angoissant ou d’une voix retentissant de l’au-dela, le 
passage au monde intercalaire est annonce par un element declencheur qui bouleverse l’etre 
en quete desesperee d’une echappatoire : «Il ne pensait plus qu’a une chose : fuir, fuir le 
beffroi de la place Sainte-Sophie, le plus loin possible. » (FN, 132) 

Parfois, c’est une entite surnaturelle en expansion qui se fait espace et donne ainsi 
naissance a une autre realite, fondee sur 1’incorporation des debris de la ville, apparemment 
rassurante, de Kiev : 

Tout autour de lui, il sentait enfler une presence d’une insurmontable volonte ; elle 
s’insinuait entre les paves reguliers de la place, coulait lentement des fenetres du 
beffroi, se repandait par vagues sans cesse plus epaisses vers les rues. Elle allait 
engloutir la ville, sa ville, et avec elle tous ceux qui lui etaient chers, et il n’y pouvait 
rien. C’en serait fini de son monde avant meme qu’il ait atteint sa voiture. (FN, 132) 

Et, tandis que l’hyperbole finit par attester la naissance du nouveau monde, les lumieres 
s’obscurcissent et la vie bat au rythme sinistre du spectre souterrain : « Au-dessus des bulbes 
dont l’or lui parut soudain teme, des nuages s’amoncelaient, mouvants, animes d’une vie 
propre qui semblait gonfler et respirer au rythme de la sinistre cloche geante dont il pouvait 
entendre grincer le joug. » (FN, 132) 

En poursuivant la mysterieuse suspecte des meurtres a travers des « lieux aureoles de 
mysteres ou les legendes disaient toujours que le demon guettait le voyageur egare » (FN, 
255), le capitaine Danilo Kalenko a la sensation de remonter le temps pour se retrouver « au 
beau milieu de ce succedane d’Ukraine rurale des siecles passes » (FN, 255) ou il va 
decouvrir un lieu aussi mysterieux qu’inquietant: 


4 Ibid. 
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Sa main gauche effleura le bois mal rabote de la porte. Son regard ausculta le 
chambranle peint en bleu vif, jusqu’a ce que, au-dessus du linteau, il decouvre un 
ecriteau sur lequel avait ete grave un seul mot: AUBERGE. (FN, 257) 

Lieu de passage par excellence, situe au carrefour de deux « realites », l’endroit revele au 
pauvre egare son cote luciferien : 

A peine eut-il franchi le seuil qu’il sut qu’il etait perdu. 

Tout commen 5 a par la sensation, etrange et fugace, de rater une marche, une 
impression trompeuse de faux-pas, comme de chuter dans un trou d’air le temps d’une 
longue seconde. 

Dans cet instant contracte, ramasse sur lui-meme, il fut assailli par ses sens en 
ebullition, qui lui transmirent des informations qui, sur le moment, lui parurent 
normales, et pourtant inexplicablement inquietantes. Une forte odeur de poussiere lui 
monta au nez, une poussiere ancienne, ancestrale meme, qui recouvrait des lieux qui 
n’avaient plus connu la caresse du balai depuis des millenaires. (FN, 258) 

Et, c’est dans cette auberge dont l’interieur est plus vaste que l’exterieur et dont la clientele 
est habillee comme pour le camaval que la comedie dont le heros a vecu quelques actes au 
cours de ses delires passes va tourner a la tragedie. Danilo Kalenko sera desormais a la merci 
des creatures cruelles de cette realite epouvantable. 

Inquietantes entites ou l’epreuve de l’alterite 

Dans La Fiancee Noire, la proximite des entites inquietantes produit chez le heros le 
dereglement de tous les sens. Source de fascination et de terreur a la fois, ces creatures surgies 
a l’improviste d’un Ailleurs invraisetnblable, s’offre au regard ebloui des personnages comme 
un mystere a dechiffrer : 

Il la suivait parce que c’etait ce qu’il avait eu une furieuse envie de faire. Parce qu’il 
avait surtout envie de la revoir, de croiser de nouveau son regard de jais 
indechiffrable, envie de s’imaginer qu’il etait le seul a pouvoir percer cette enigme 
vivante. (FN, 254-255) 

Cette etrange inconnue « au mutisme inebranlable », au regard blanc qui terrorise tout le 
commissariat et reussit a echapper au FBI, deviendra la source de l’equilibre improbable du 
capitaine : 

Bohdan etait partage. D’un cote, il se disait que l’arrestation eventuelle de cette fille 
etait le seul moyen d’aider son chef a retrouver son equilibre. Surtout si, ensuite, ils 
s’en debarrassaient en l’abandonnant a Nesterenko et au FBI. Mais de l’autre, il n’etait 
pas persuade que le fait de recroiser sa route leur soit particulierement salutaire. Ni 
pour Danilo, ni meme pour lui. (FN, 160) 

C’est la seule quete de cette femme aux yeux et cheveux noirs qui donnera dorenavant un sens 
a Texistence de Kalenko. Et, au moment ou notre heros retrouvera cette inconnue dans 
l’auberge, il decouvira l’identie de cette creature a la « grace meurtriere » (« elle s’appelle 
Telei » (FN, 277) a laquelle il vouera sa vie : « Elle referait surface quand elle le jugerait bon, 
pour accomplir son devoir, quel qu’il ait pu etre, et lui, Kalenko, n’avait rien a esperer, a part 
se trouver la quand elle frapperait, pour la revoir, car c’etait tout ce qui comptait pour lui en 
cet instant. » (FN, 280-281) 

Si le plus souvent les creatures des univers paralleles prennent une apparence humaine, 
il arrive que l’epouvante se materialise, a l’aide des metonymies, sous la forme d’une ombre, 
ou mieux encore, sous l’aspect d’une voix dont le murmure deconcerte l’esprit: 
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Perplexe, il commen 9 ait a s’inquieter de cette nouvelle enigme quand il avait per$u 
comme un murmure lointain, chuchotis confus mais qui semblait le viser, lui. La voix 
etouffee, d’une douceur inquietante, resonna a son oreille gauche, puis passa a la 
droite, et s’il n’en saisit pas un mot, il devina neanmoins qu’elle lui parlait, qu’elle lui 
proposait de continuer, de descendre encore sur l’avenue, jusqu’a la place qui 
s’etendait au sud. (FN, 155) 

Ce « chuchotis envahissant et hypnotique » qui n’est pas sans rappeler Celui qui chuchotait 
dans les tenebres (Lovecraft) tout comme les « ombres jaunes » qui (inisscnt par transformer 
tout en chimere, ou bien cette vendeuse « a l’etroit dans sa tunique d’un jaune si agressif » 
ressemblant fatalement au Roi en jaune de Chambers ne sont que les manifestations d’une 
entite obscure et malefique se nourrissant des frayeurs humaines. 

On a linalement un autre type d’entries sumaturelles qui se montrent dans le roman et se 
presentent comme un personnage collectif: cette « foule muette applaudissant en silence un 
concert aphone » (FN, 128), ou ces « mannequins aux contorsions absurdes » (FN, 48) que 
Kalenko retrouvera dans l’auberge intemporel: 

Comme si la fille allait effectivement se pointer dans cette foule de rupins 
endimanches qui avaient d’ailleurs tous Pair fascines par une chose qu’il ne pouvait 
pas voir. Il peinait toujours autant a les discemer dans le halo d’or rouge de 
l’eclairage, mais il lui sembla que toute cette assistance sagement assise, du premier 
au dernier rang, avait le visage toume vers un point qui lui echappait, peut-etre la 
porte d’entree du beffroi. (FN, 127) 

Bien sur, pensa-t-il, tout cela est si logique, chere Madame. Elle se « change » en 
pleine nuit dans une auberge factice dans un musee a ciel ouvert, auberge qui 
deborde d’une bruyante clientele habillee comme pour le carnaval, et dont I’interieur 
est plus vaste que l ’interieur. Bien sur. (FN, 263) 

Loin d’offrir un support au heros perdu dans les obscurs labyrinthes des realites paralleles, ces 
entries aussi cruelles qu’indifferentes ne font que jalonner les etapes de sa descente aux enfers 
et constituent une reminiscence obsessionnelle du memento mori antique. 


Savoir interdit et fin inebranlable 

Dans la Fiancee Noire, l’enquete de Danilo Kalenko se double toujours des monologues 
interieurs du heros dans lesquels il reflechit, en bon logicien, a sa mission de policier : 

Il lui restait un semblant de dignite policiere, assez pour continuer a se raconter qu’en 
realite, il etait sur les traces d’une meurtriere presumee, et que s’il la pistait ainsi, seul 
dans le noir, c’etait pour etre sur de reperer le lieu ou elle ne manquerait pas d’entrer 
en contact avec ses complices. (FN, 254) 

Pourtant les vestiges de cette conscience professionnelle vont se dissoudre et le capitaine se 
rendra a l’evidence : « Il n’y croyait pas lui-meme. [...] Il la suivait, oui, parce qu’il voulait 
savoir ou elle allait, parce qu’il voulait entrevoir ce qui la poussait a agir comme elle le faisait 
depuis qu’elle avait violemment croise sa route il y avait plus de trois semaines. » (FN, 254- 
255) Tombe sous l’ascension de la mysterieuse meurtriere, Kalenko fera de sa poursuite un 
but en soi: « dans sa tete, ses questions et ses angoisses se confondaient en un magma 
informe auquel il s’cfforqait de ne plus preter attention. » (FN, 259) et sera amene a decouvrir 
le lugubre lieu de passage qu’il n’aurait peut-etre pas du reperer. 
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Si les pensees de Danilo sont, le plus souvent hantes par la creature mysterieuse rencontree a 
l’endroit du meurtre, le lecteur decouvre egalement qu’il est un etre de conscience : il formule 
des hypotheses, il se pose des questions afin de mieux connaitre la societe dans laquelle il vit 
et les mobiles des agissements humains dans le but de bien se tirer de sa mission de policier. 
Mais il avoue ne rien comprendre de la vie familiale et sociale et reconnait n’etre qu’un 
inadapte en quete d’un fragile equilibre : « Ce n’est pas ma faute, je ne comprends pas, je n’ai 
rien fait pour meriter 9 a. Oui, parfois, l’homme, ou la femme, se refugiait dans une fausse 
incomprehension, on feignait l’innocence, pour mieux justifier sa position, ses choix de vie. » 
(FN, 280) 

Et, au moment ou il decide de fonder son bonheur a venir sur les constantes de ce 
nouveau rnonde decouvert, il se rendra compte de son incapacity a saisir cette realite toujours 
fuyante et done de l’inutilite de ce dernier exploit: 

Il se devait d’admettre qu’il n’etait plus rien qu’un fetu de paille ballotte par le vent, 
un brin de cette « herbe arrachee par le galop » de chevaux sur la steppe. 

Pour la premiere fois de sa vie, toute sa vie, aussi loin qu’il ait pu s’en souvenir, il 
savait qu’il ne savait absolument rien, et que cette ignorance etait et serait a jamais 
sans remission. Etait-ce cela, la folie ? L’esprit humain cedait-il quand il comprenait 
qu’il ne valait guere plus qu’une touffe de gazon sur un terrain de football ? (FN, 279- 
280) 

Une fois penetre dans l’auberge intemporelle, il subira la revelation finale de l’insignifiance 
de la vie humaine : 

Mon petit capitaine, fit-elle, et sa voix prit alors des accents sombres, presque rauques, 
qui le glacerent. Peu m’importe ta vie d’avant, si nous nous rencontrons maintenant, 
e’est que ce que tu as vecu jusque-la est pour nous sans importance. Mais cela fait 
quelques jours, quelques semaines meme que ton existence, qui te semblait manquer 
singulierement de logique, t’echappe tout a fait. Tu t’y noies, n’est-ce pas ? Tu ne 
comprends plus rien, si tant est que tu aies jamais compris quoi que ce soit a cette vie, 
comme vous tous... 

Son aspiration initiale a « ce bonheur modeste » a meme de signifier sa vie se ruinera et le 
capitaine Kalenko devra se ressourcer aux souvenirs d’une quietude passee n’offrant au heros 
qu’un asile temporaire : 

La demiere fois qu’il y avait mis les pieds, il etait encore marie. Une sortie en 
famille, avec son epouse, et sa fille cherie. La gamine avait couru a perdre haleine 
dans les prairies, joue a la maitresse dans les reconstitutions d’ecoles villageoises du 
XIX e siecle, s’etait cachee parmi les curieuses ruches en bois taillees dans des troncs 
et surmontees de petits toits. Une belle joumee d’ete, chaude et radieuse, comme le 
serait sans doute celle qui suivrait cette triste nuit passee a courir derriere son 
inconnue. (FN, 253) 

Fascine par Telei, il ne vivra desormais que pour la revoir, meme si pour elle, comme pour les 
puissances des univers paralleles, « cette miserable realite n’etait qu’une etape, comme s’en 
apercevraient bientot ceux qui avaient commis l’erreur de faire appel a lui dans le vain espoir 
de quemander un pouvoir ephemere dans un univers qui ne 1 ’etait pas moins. » (FN, 283) 

Dans les romans de Raymond Clarinard, la realite humaine et les mondes paralleles sont 
intimement lies, les destins des terriens croisent le devenir tumultueux des entites 
surnaturelles, comme si le reel et l’ailleurs etaient les composantes complementaires d’un 
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meme univers. Aussi, son fantastique procede-t-il moins d’une hesitation, mais plutot d’une 
adhesion a l’esprit ensorcelant de la lettre. 

Si les distorsions spatio-temporelles sont inscrites depuis toujours dans les genes 
narratives de l’auteur, celles-ci entrainent des distensions d’un esprit humain incapable de 
comprendre ou d’expliquer cet inquietant inconnu recelant du familier et le heros se devoile 
comme le jouet des puissances aussi tenebreuses qu’impassibles. Mais si tout savoir est nie a 
l’humain, si son espoir de bonheur n’est qu’une illusion, le lecteur est convie a imaginer 
Sisyphe heureux. 
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Abstract: Julie Otsuka chronicles historical events, her narrative being defined by both a tone of 
emotional restraint and by a lack of fleshed-out protagonists. A host of succinctly described 
characters inhabit the novel, coming across as generic figures that embody the suffering of Japanese 
Americans ’ communities. 

Claiming a place, being in constant pursuit of others ’ acceptance as someone caught between 
cultures-neither here nor there-, driven by the urge to become vocal, facing, therefore, strenuous 
emotional dilemmas time and again, all the aforementioned reasons lead Julie Otsuka to undoubtedly 
jump at the opportunity of balancing views and triggering debates through her art. 

Keywords: literature as a catalyst, ethnicity, mainstream American society, assimilation demands. 


1. Introduction 

Writing empowers Julie Otsuka to reconcile past and present, thus forging a more 
inspiring future, and it also helps her to articulate an unmistakable identity over time. At the 
core of her writing lies the determination to come to grips with both the mainstream American 
society and the ethnic background. 

Furthermore, throughout the literary work under discussion, writing acquires various 
meanings, to the point where the novel engages readers in a different analysis relative to the 
manner in which ideas might transgress time and space frames. In the light of this, I argue that 
first, second and third , writing is assigned the primary role in the novel. 

Additionally, not solely for enumeration’s sake, I should underscore more writing 
values like: a) writing as asserting one’s identity in the world; b) writing in order to recover 
one’s past and strive to keep it alive, in other words to succeed in committing one’s past to a 
higher memory; c) writing to make a powerful statement; d) writing to come to terms with 
oneself; e) writing to gain a voice, to make oneself heard and seen; f) writing to grapple with 
history; g) writing to cope with one’s anguished experiences; h) writing to reconcile past 
events with present feelings; i) writing, therefore, to reaffirm one’s bicultural identity through 
the lens of both positive and negative stereotypes; j) writing in order to negotiate past 
mistakes and also shift perspectives. 

Julie Otsuka’s novel chronicles historical events, being defined by the writer’s tone of 
emotional restraint as well as by a lack of fleshed-out protagonists. Therefore, a host of 
succinctly described characters inhabit her narratives, coming across as generic figures that 
embody the suffering and existential dilemmas of Japanese Americans’ communities. 
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There are no names for the main characters except the generic appellations of the girl, 
the boy, the children, the mother, and the father. There are no particular names assigned to 
any of the family members, yet each of them displays a wealth of feelings, carefully nurtured 
and guarded, therefore preventing the plot from turning into an emotionally aseptic and 
obscured one. 

With this in mind, I argue that their anonymity might be thought of to enhance the 
human side since, by not being named, the protagonists may as well account for a prototype- 
like-figure, embodying the idea of arbitrariness, sublimating suffering while exposed by the 
case of so many American citizens of Japanese descent, entangled in nations’ disputes. 

The five parts of the novel, Evacuation Order No. 19, Train, When the Emperor Was 
Divine, In a Stranger’s Backyard, Confession substantiate the fact that readers’ perspective on 
this particular aspect of American history is infused with subsequent inquisitive questions and 
instances of startled bias. 

2. Bewilderment and Betrayal among the Issei and Nisei: Japanese Internment, World 

War 11 

When the Emperor Was Divine charts the experience of one family during the World 
War II evacuation and internment of Japanese Americans. As one of the only recent works of 
fiction written by an American of Japanese descent, it marks an important milestone in the 
literary representation of the Japanese American internment experience. In its unusual 
narrative style and innovative approach to character development, it breaks new aesthetic 
ground, returning public attention to a shameful moment in U.S. history. 

Structured as a novel in five parts, each section of Otsuka’s narrative centers on a 
different member of an anonymous Japanese American family. In one sense, in referring to 
these characters simply as ‘the woman’ or ‘the boy,’ Otsuka invites her readers to see them as 
prototypical victims of wartime racism and government injustice. At the same time, Otsuka’s 
keen eye to the details that constitute each character’s experience reminds her readers of the 
variety of ways in which specific individuals encountered and reacted to Japanese American 
internment. (Oh, 2007: 232-3) 

Following the bombing of Pearl Harbor, Hawaii, on December 7, 1941, Japanese 
Americans were widely suspected as supporters of the aggressive militarism of the Japanese 
Empire. Despite the absence of any evidence of sabotage or espionage, on February 19, 1942, 
President Fran kl in D. Roosevelt signed Executive Order 9066, which led to the forcible 
internment of 120,000 Japanese Americans, two-thirds of whom had been bom in the United 
States. 

Japanese Americans were forced to dispose quickly of their property, usually at 
considerable loss. They were often allowed to take only two suitcases with them. Internment 
camp life was physically rugged and emotionally challenging. (Powell, 2005: 162) 

The binary demand of the experience of internment was that the Japanese American 
subject must choose between Japanese and American affiliations. This identification choice 
was coercively enforced through incarceration on the grounds of ‘enemy alien’ identity, in so 
far as Japanese Americans were assumed to have a primary loyalty to Japan which overrode 
any subsequent loyalty to the United States. 

Enemy aliens, those who declined to swear allegiance to the United States, were 
branded as ‘disloyal’, and were transferred to disloyal camps. ‘Loyal’ nisei possessing 
citizenship were eventually allowed to leave the camps and to return to civilian life, and in the 
short term, were given the opportunity to further ‘prove’ their loyalty by fighting for the 
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United States. The crisis of identity that the initial shock of internment brought is followed by 
the inner turmoil and agony engendered by the loyalty questionnaire later. (Grice, 2002: 163) 

3. When the Emperor Was Divine, a Timely Reminder of the Nature of Prejudice and 
Alienation 

It is four months after Pearl Harbor and signs appear overnight all over the United 
States instructing Japanese Americans to report to internment camps for the duration of the 
war. For one family it proves to be a nightmare of oppression and alienation. Explored from 
varying points of view - the mother receiving the order to evacuate; the daughter on the long 
train journey; the son in the desert encampment; the family’s return home; and the bitter 
release of their father after four years in captivity - it tells of an incarceration that will alter 
their lives for ever. Based on a true story, Julie Otsuka’s powerful, deeply humane novel tells 
of an unjustly forgotten episode in America’s wartime history. 1 A woman reading a sign in 
the street, a sign that has surfaced overnight, triggers the unravelling of the narrative thread in 
Julie Otsuka’s When the Emperor Was Divine. Her restraint behaviour does not betray in any 
way the grave matters she has just learn about: ‘The sign had appeared overnight. On 
billboards and trees and the backs of the bus-stop benches. It hung in the window of 
Woolworth’s. It hung by the entrance to the YMCA. It was stapled to the door of the 
municipal court and nailed, at eye level, to every telephone pole along University Avenue. 
[...] She wrote down a few words on the back of a bank receipt, then turned around and 
went home and began to pack.’ (Otsuka, 2013: 3) 

The author manages to create an intriguing story by skilfully interweaving fictional 
and historical events. Julie Otsuka sketches her characters with brush strokes of detachment 
belying the horrendous shifts in their lives. Mother, daughter, son, left at the mercy of hazard, 
take turns in astonishing readers with how much forbearance they are capable of. The 
Evacuation Order No. 19, since this is what the sign in the street read, will disrupt the 
woman’s life for ever. Whatever the task at hand -packing, parting with her family’s dearest 
memories and the like-, is tackled far from haphazardly, but in the most methodical way. It 
does not take a toll on her in a demonstrative manner: ‘In the living room she emptied all the 
books from the shelves except Audubon’s Birds of America. In the kitchen she emptied the 
cupboards. [.. .JTomorrow she and the children would be leaving. She did not know where 
they were going or how long they would be gone or who would be living in their house 
while they were away. She knew only that tomorrow they had to go.’(Otsuka, 2013: 8-9) 

The evening prior to their departure, mother and daughter are chit-chatting, seemingly 
heedless of how their existence will be configured starting the following day. Yet, underlying 
this instance of mother-daughter bonding, there is a heavy load of racism as well as the 
mother’s desperate attempt at sheltering her daughter from the hurdles ahead of them. 

‘Is there anything wrong with my face? ’ she asked. 

‘Why? ’ said the woman. 

‘People were staring. ’ 

‘Come over here, ’ said the woman. 

The girl stood up and walked over to her mother. 

‘Let me look at you. ’ (Otsuka, 2013: 15) 


1 Kelley Kawano, “A Conversation with Julie Otsuka”. Retrieved October 10, 2016. 

http://www.randomhouse.com/boldtvpe/0902/otsuka/interview.html . 
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The second part of Julie Otsuka’ s novel, Train, maintains the same third person 
singular narrative voice, this time bringing in the foreground the eleven- year old girl: ‘It was 
September 1942 and her face was pressed against the dusty window of the train. She was 
eleven and her hair was black and straight and tied back in a ponytail with an old pink ribbon. 
Her dress was pale yellow with wide puffy sleeves and a hem that was beginning to unravel. 
Pinned to her collar was an identification number and around her throat she wore a faded silk 
scarf. Her shoes were Mary Janes.’ (Otsuka, 2013: 24) 

Evacuated from Berkeley, California and lumped together, first to the assembly centre 
at the Tanforan racetrack, south of San Francisco, and afterwards to Topaz, Utah, the family 
has to go with the flow through the sorrows of life 2 : ‘The girl had always lived in California - 
first in Berkeley, in a white stucco house on a wide street not far from the sea, and then, for 
the last four and a half months, in the assembly center at the Tanforan racetrack south of 
San Francisco - but now she was going to Utah to live in the desert. The train was old and 
slow and had not been used in years.’ (Otsuka, 2013: 25) 

Going on such a long and unsettling journey, the girl unveils, through her eleven - year 
old lens, an attempt at adjusting to their new existential dynamics, beyond any crumb of hope 
or comfort. Eluding a syncopated present, she indulges in a wave of nostalgia, drawing 
heavily on stacks of postcards sent by her father some time ago: ‘Soon the boy fell asleep and 
she took out her father’s postcards from her suitcase. [...] On the back of the card her father 
had written her a short note: Finally, summer has arrived. 1 am in good health and 

hope you all are well. I know your birthday is coming up soon. Please let me know what you 
would like and 1 will order it from the City of Paris department store in San Francisco and 
have them send it to you. Be good to your mother while I am away. Love, Papa. ’ (Otsuka, 
2013: 42) 

Julie Otsuka’s narrative intersperses large passages of dispassionate rendition of a 
series of events, engulfing her anonymous characters, with outbursts of anger and despair. 
Dreams become increasingly interwoven with reality to the point where the protagonists are 
troubled by distinguishing one realm from the other: ‘At Tanforan the partitions between the 
stalls did not reach all the way up to the ceiling and it was impossible to sleep. The girls had 
slept. Just now she had slept. She had slept and dreamed about her father again so she knew 
she was not at Tanforan, either.’ 

(Otsuka, 2013: 44) 

Topaz, the empty bed of a former salty lake, greets the evacuees in the dustiest manner 
possible, lifting layers and layers of sand, genuinely animated whirlwinds that bounce 
carelessly among the indefinite guests. 

The third part, entitled the same as the novel, gives the floor to the boy by 
scrutinizing his feelings, impressions, needs, and manner of coping with the upside down 
reality that surrounds him, or just the way of merely internalizing it. In the absence of his 
role model, his long ago vanished father, the boy is longing for a father figure, seemingly 


2 Guiyou Huang (Ed.), The Greenwood Encyclopedia of Asian American Literature, (Vols.l-3).Westport: Greenwood Press, 
2009; pp. 455: “In the official euphemisms employed during the war, they were first ‘evacuated’ to one of 16 temporary 
‘assembly centers’ (all but three located in California) and later transferred to one of 10 long-term ‘relocation centers,’ built 
in isolated desert and swampland locations: Gila River and Poston in Arizona; Jerome and Rohwer in Arkansas; Manzanar 
and Tule Lake in California; Granada (Amache) in Colorado; Minidoka in Idaho; Topaz in Utah; and Heart Mountain in 
Wyoming. Poston opened first on May 8, 1942, and Tule Lake was the last to close on March 20, 1946. Since the end of the 
war, most published writing and public discussions about these places use the terms concentration camp and internment 
camp.'” 
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replicated all over the place by the other Japanese American males’ silhouettes of quite 
similar features. Another racist stereotype, in reference to the Asian appearance, surfaces 
throughout this chapter. Lamenting his father’s absence, the boy fantasizes about a 
ubiquitous image of his missing parent: ‘In the beginning the boy thought he saw his father 
everywhere. [...] they all looked alike. Black hair. Slanted eyes. High cheekbones. Thick 
glasses. Thin lips. Bad teeth. Unknowable. Inscrutable. That was him, over there. The little 
yellow man.’ (Otsuka, 2013: 49) Lost among familiar faces, still none of these does really 
qualify for what the boy is yearning as none of the men incarcerated at Topaz is his father. 

Being alive and still together become the only assets the boy, the girl and their mother 
are left with. By no stretch of the imagination could their existence behind the barbed-wire 
fence acquire other meaning than striving to remain alive despite their whimsical fate 3 . 

They had been assigned to a room in a barrack in a block not far from the 
fence. The boy. The girl. Their mother. Inside there were three iron cots and a 
potbellied stove and a single bare bulb that hung down from the ceiling. A table 

made out of cratewood. On top of a rough wooden shelf an old Zenith radio they 
had brought with them on the train from California. A tin clock. A jar of paper 
flowers. A box of salt. [...] There was no running water and the toilets were a 
half block away. ” (Otsuka, 2013: 50-51) 

Always on their guard, the family charts the first rules that need to be followed with 
the utmost care. The boy, as everyone else, for that matter, seems daunted by the incessantly 
emerging question: ‘ Why ?’ What has he done, though he hardly remembers anything 
deserving such a punishment like being exiled from his universe, being isolated under those 
conditions, left with no other option than waiting, enduring, and ruminating for endless days 
and nights about the reason that has brought him here in the first place? 

When the uncertainty rules, worse things might happen all the time, therefore, the 
Japanese Americans had better do nothing else but grin and bear it. After all, there are 
rumours sustaining the undeniable benefits represented by the very incarceration, as this is just 
a fonn to ensure their safety: ‘Every week they heard new rumors. The men and women would 
be put into separate camps. They would be sterilized. They would be stripped of their 
citizenship. They would be taken out onto the high seas and then shot. They would be sent to a 
desert island and left there to die. They would all be deported to Japan. They would never be 
allowed to leave America.’ (Otsuka, 2013: 70) 

Scars never to be healed. The image of a father entirely vulnerable, asked to leave his 
home only in a bathrobe and worn out slippers. Defenseless, at the mercy of unleashed 
forces, and in such an incomprehensible hurry for a boy of eight: “They had come for him just 


3 Ibid “At their peak occupancy in November 1942, the 10 camps held 106,000 internees, but the total number in WRA 
custody during the war was 120,313, a figure that includes children bom in camp, seasonal workers released from assembly 
centers, transfers from the Department of Justice internment camps and from Hawaii, institutionalized persons, and 
‘volunteer’ evacuees. Living conditions at both the assembly and relocation centers were substandard; the most serious 
problems concerned sewage and sanitation, overcrowding, food shortages, inadequate medical and educational facilities, and 
a chronic, debilitation lack of privacy. Communal toilets and showers did not have partitions, and whole families, regardless 
of size, were housed in single rooms, at most 20x25 feet, with no running water or floor-to-ceiling partitions. Housing did not 
adequately protect against severe weather conditions. Internment was a complex event that cannot be fully understood except 
through multiple political, social, and psychological issues. However, at the center and circumference of all specific issues or 
episodes of the internment are two fundamental ironies. One is the difference between the treatment of Japanese Americans 
in Hawaii and on the West Coast; the other is the government’s method of hastening to certify the loyalty of interned 
Japanese Americans soon after their imprisonment by making them eligible for combat duty and for release from the 
relocation centers.” 
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after midnight. Three men in suits and ties and black fedoras with FBI badges under their 
coats. 4 ‘Grab your toothbrush,’ they’d said. This was back in December, right after Pearl 
Harbor [...] The Christmas tree was up, and the whole house smelled of pine, and from his 
window the boy had watched as they led his father out across the lawn in his bathrobe and 
slippers to the black car that was parked at the curb.” (Otsuka, 2013: 73-74) 

Being finally released from the concentration camp in the desert of Utah doesn’t even 
remotely amount for the family in the novel to go back to their previous life. The mother, 
accompanied by her two children, has still a house to return to, but no acknowledged identity 
within the local community. The deplorable state of the house speaks volumes about how the 
family’s rights of ownership have been infringed upon in more than one way. 

In spite of not being informed about their crimes, the Japanese Americans are both 
punished and rewarded in accordance with the legal framework applied to criminals. Upon 
their release from Topaz camp, each of them is offered a symbolic amount of money without 
any further explanation. The suffering inflicted on them is far from being over: “The war 
relocation authority had sent each person home with train fare and twenty-five dollars in cash. 
‘It doesn’t add up,’ our mother had said. Three years. Five months. Twenty-five dollars. Why 
not thirty-five, or forty? Why not one hundred? Why even bother at all? Twenty- five dollars, 
we later learned, was the same amount given to criminals on the day they were released from 
prison.” 5 (Otsuka, 2013: 117-118) 

Their identity, unbearably shaken by the concentration camp, comes under new 
scrutiny once they are back in California. The war is over but the hatred, distrust, and 
prejudice amassed by the locals, while the family has been away, have not vanished into thin 
air. More waves of race-based discrimination take their toll on the recently returned Japanese 
American citizens: ‘We looked at ourselves in the mirror and did not like what we 

saw: black hair, yellow skin, slanted eyes. The cruel face of the enemy. We were guilty. 
Just put it behind you. No good. Let it go. A dangerous people. You’re free now. Who could 
never be trusted again. All you have to do is behave.’ 6 (Otsuka, 2013: 119-120) 

Separated from his family for more than four years, the father reunites with his 
children and wife during a Sunday late afternoon. Bearing the indelible signs of war, visibly 
aged and with a rather degraded health, their father’s sight challenges children’s memory and 


4 Ibid.: ‘On December 7, within hours of the attack on Pearl Harbor, FBI agents swept through Japanese American 
communities and arrested individuals previously identified as potential security risks. All together, about 8,000 were placed 
in five internment camps run by the Department of Justice, one in Hawaii and four on the continent. After this point, 
however, the experience of Japanese Americans in Hawaii and on the continent diverged.’ 

5 Ibid.: ‘The idea of redress was proposed at the JACL 1970 national convention and eventually led to the formation of three 
national committees and many local groups around the country. The redress movement gained momentum in the late 
seventies and reached a turning point during public hearings conducted in 1981 by CWRIC. Their official report. Personal 
Justice Denied (1982-1983), is based on a study of government archives, internment scholarship, and public testimony from 
people involved in implementing internment and from hundreds of former internees and their descendants. The report led to 
the passage of the Civil Liberties Act of 1988, which wrote into law all five of the commission’s recommendations for 
redress, including an official apology and symbolic payment of$ 20,000 to each of the more than 80,000 survivors.’ 

6 Guiyou Huang (Ed.). The Columbia Guide to Asian American Literature Since 1945, New York: Columbia University 
Press, 2006; p. 6: 'Japanese Americans, faring only slightly better than their Chinese counterparts during the first four 
decades of the twentieth century, experienced one of the most humiliating injustices in American history: evacuation and 
internment by the government after Japan’s bombing of Pearl Harbor on December 7, 1941. The Chinese became the heroes 
and the Japanese the villains, in public perceptions of the two Asian subgroups. However, the internment of the Japanese in 
essence differs little from the exclusion of the Chinese six decades earlier: both resulted from legalized racism initiated by the 
national government and enacted at the local level.’ 





165 


Iulian Boldea, Cornel Sigmirean (Editors) 

MULTICULTURAL REPRESENTATIONS. Literature and Discourse as Forms of Dialogue 
Arhipelag XXI Press, Tirgu Mures, 2016 
ISBN: 978-606-8624-16-7 
Section: Literature 


deeply shatters their conviction that they will meet again the same person ordered to leave the 
house in just a bathrobe and a pair of battered slippers several years ago. The reunion falls 
short of what the children would have expected, as they are in deep shock, overwhelmed with 
confusion, desperate to grasp an image of their good-looking father. The boy and the girl 
instantly freeze when attempting to reconcile memories with beyond belief present facts. 

The last part, suggestively entitled Confession , makes a statement about how 
excruciating the pain can become when nations and ideologies clash. Caught in between, the 
sacrificed people’s suffering beggars description. Mainly guilty of being Japanese, the 
evacuees are held responsible for a number of undocumented offences, and consequently 
rendered silent. The confession, made in first person singular, represents Julie Otsuka’s 
literary decision of empowering the father to speak up again. By turning his confession into a 
vocal protest against the experiences he has been put through, Julie Otsuka chooses a 
denouement that dramatically unbalances the narrative detachment and restraint, running 
through almost the entire novel: ‘Who am I? You kn ow who I am. Or you think you do. I’m 
your florist. I’m your grocer. I’m your porter. I’m your waiter. I’m the owner of the dry-goods 
store on the corner of Elm. I’m the shoeshine boy. I’m the judo teacher, I’m the Buddhist 
priest. I’m the Shinto priest. [...] I’m the slant-eyed sniper in the trees. I’m the saboteur in the 
shrubs. I’m the stranger at the gate.’ (Otsuka, 2013: 142-143) 

4. Conclusion 

We have seen how When the Emperor Was Divine , a Japanese internment narrative, 
echoes the hardship, misjudgment and harrowing race-based discrimination endured by a 
Japanese American family during the World War II. Julie Otsuka’s narrative bridges the gap 
between reality and fiction by envisaging her anonymous protagonists to act as genuine 
spokespersons for the Japanese American community during the internment. Reading the 
novel prompts us to feel at times puzzled by the author’s detached manner of evoking the 
intricacies that abound in her characters’ destinies. Notwithstanding the fact that we tap into a 
cataclysmic world, the protagonists’ tone is mostly a restrained one as they are grappling with 
the abyss ahead. Hardly any outbursts of anger are prompted thanks to their immensely 
balanced way of tackling the issues at hand. Moreover, their forbearance when confronting 
myriad incongruities undoubtedly catches readers’ attention. Initially inoffensive citizens, 
assimilated into the mainstream American society, the Japanese Americans, irrespective of 
their status of issei or nissei, shift from a worse to the worst scenario, as they are attached 
incomprehensible labels like evacuees and number-internees on the grounds of a collective 
high treason suspicion. 
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“SOMETHING OF A GRAIL QUEST": DEFINING AND TRACING 
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Abstract: This essay represents a theoretical attempt to clarify the definition and evolution of science 
fiction, given that this genre continues to puzzle theoreticians, practitioners and simple consumers, 
being complex but also crude, hybridizing, changing forms and concepts, crossing boundaries and 
selling extremely well. 


Keywords: ‘novum cognition, estrangement, evolution, science fiction. 


When talking about science fiction, most people think of paperback volumes with black 
or brightly coloured covers, surrealistic images or movies full of special effects. Though 
different in form, all of them are meant to fit a specific pattern which involves imaginative 
plots, futuristic societies, bizarre landscapes, time and space travel, highly sophisticated 
technologies, extra-terrestrial creatures, superheroes, mad scientists and even apocalypses. All 
these cliches, however, seem not enough to deepen our understanding regarding science 
fiction, its significance and value. In fact, the attempt to define science fiction proves to be a 
real challenge, which triggers fiery debates among theoreticians and practitioners, and 
continues to be, just like Gary K Wolfe claims, “something of a Grail quest” (40). The lack of 
consensus in defining science fiction is not generated by its key points but rather by the fact 
that “SF itself is a wide-ranging, multivalent and endlessly cross-fertilising cultural idiom” 
and therefore, very difficult to encapsulate (Roberts 2006: 2). Conceptually, it undergoes 
continues changes, being deeply influenced by the socio-political, technological and 
ideological transformations of the time. It constantly reinvents its forms by hybridisation and 
adaptation becoming a sort of a chameleonic genre, which never ceases to surprise its public. 
Likewise, it evolves with such speed, that there is no wonder when Tom Shippey ironically 
states: “SF changes while you are trying to define it” (qtd in Latham 141). The worst of all is 
that many followers of the genre are content with statements which are either too wide: 
“Science fiction...is the fiction of ideas” (James Gunn, qtd in Hamilton 4); too simplistic: 
“Science fiction is what you find on the shelves in the library marked science fiction” (George 
Hay, qtd in Lundwall 1); tautological: “Science fiction is what we point to when we say it.” 
(Damon Knight, qtd in Rogers 5), infamous: “Science fiction is what I say it is” (John W. 
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Campbell, qtd in Gunn 52) or extremely surprising: “Science fiction doesn't exist” (Brian W. 
Aldiss qtd in Lundwall 1). 

The term ‘science fiction’ is nonetheless, problematic and hardly helpful. It was first 
employed by William Willson in his 1851 study, A Little Earnest Book upon a Great Old 
Subject, to define a kind of literature “in which the revealed truths of science may be given, 
interwoven with a pleasing story which may itself be poetical and true - thus circulating a 
knowledge of the Poetry of Science clothed in a grab of Poetry of Life” (qted in James 4). 
Yet, the term remained in the shadows up until late 1920s when the pup-magazine editors, 
Hugo Gemsback and Jahn Campbell, popularized and used it in relation to works previously 
labelled as “scientific romance” (H. G. Wells, qtd in Bergonzi 5), “merveilleux scientifique” 
(J.H. Rosny Aine, qtd in Mullen 107), “voyages extraordinaires” (J. Veme, qtd in Smyth 30), 
“ratiocination” (E.A. Poe, qtd in Schubert 4) or “scientification” (Hugo Gemsback, qtd in 
Westfahl 208). Over time, the term has been abbreviated as “Sf ’ and sometimes “SF”, and 
lead to certain confusions, as its initials can also stand for “space fiction”, “science fantasy”, 
“speculative fiction”, ‘structural fabulation’, ‘surfiction’, ‘specular feminism’ and why not 
‘speculative fascism’ (Broderick, 3). To complicate things even more, in 1954, under Forrest J 
Ackerman’s influence, the term acquired a new abbreviation - “sci-fi” or "hi-fi”, which was 
enthusiastically embraced by mass media but deeply criticised by theoreticians who saw it as 
an “odious” name denoting “junk sf ’ (Broderick 3). 

However, “what is in a name?” we may ask ourselves in a Shakespearean manner (28). 
Those who did ventured to explore the meaning of science fiction, focused mainly on 
literature and took into consideration its stylistic elements (genre), plot elements 
(imagination), mode and mythic elements as well as its cultural and commercial implications. 
Thus, important writers such as Isaac Asimov defined science fiction as “a branch of literature 
which deals with the reaction of human beings to changes in science and technology” (35). 
Others, like Ray Bradbury, underlined its broad meaning saying that: “science fiction is the 
one field that reached out and embraced every sector of the human imagination, every 
endeavour, every idea, every technological development, and every dream” (3). There are also 
theoreticians who saw science fiction not as a “genre” or “field” but rather as a “mode”. In 
this sense, Northrop Frye said that [science fiction] was “a mode of romance with a strong 
inherent tendency towards myth” (49). Finally, many others regarded it as a form of popular 
entertainment, a vast culture (completed with its Klingon language), a “self-perpetuating 
commercial power-structure”, or simply, “a shelving aid” (qtd Atwood 2). This multitude of 
perspectives proves that science fiction is indeed a broad concept with wide applications but it 
also hinders the process of providing a satisfactory definition. 

In his 1988 study, Positions and Suppositions in Science Fiction, Professor Darko Suvin 
proposed one of the most representative definitions of science fiction, describing it as “the 
verbal construct whose necessary and sufficient conditions are the presence and interaction of 
estrangement and cognition, and whose main device is an imaginative framework alternative 
to the author’s empirical environment” (37). Such a ‘verbal construction’ is ‘imaginative’ and 
takes the reader beyond the ‘empirical environment’ he knows. Accuracy and verisimilitude, 
attributes of reality or realism are here corrupted or simply reinvented. The reader is, as Suvin 
suggests while borrowing Brecht’s term, gradually ‘estranged’ or ‘alienated’ from his own 
reality and persuaded to trust the author’s depictions and arguments. This process must be 
based on ‘cognition’, a term referring to reasoning, “logic implications” and the “constraints 
of science” (Roberts, 2000: 8). Precise descriptions, plausible scientific events and well 
established cause-effect relations have to be perfectly orchestrated and function in a 
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convincing way though they might have nothing in common with reality itself. For example, 
the existence of a colony on planet Mars can be described in great detail starting from the 
technologies used to maintain life there, to the ways in which the inhabitants spend their time. 
Everything may seem plausible and realistic and the reader can be persuaded to believe (at 
least for some moments) that such a word truly exists. The reality of the text is, nonetheless, 
quite far from that of the reader’s - one may even say a few years light away. The 
intervention of “cognition” limits the “estrangement”. Thus, far from reality, science fiction 
texts do not go beyond the logical understanding. Supernatural interventions or magical 
elements have no place here. Superheroes astonish readers due to their unbelievable powers 
but there is always a pertinent explanation for their existence. They are either the result of 
man-created experiments, of an encounter with superior civilisations or they are actually 
aliens living on Earth. Spiderman, the Marvel Comics character, can climb skyscrapers and 
produce webs from his wrists, only because his alter ego, Peter Parker, was bitten by a tiny 
genetically engineered spider. The Fantastic Four, Reed Richards, Ben Grimm, Sue Storm, 
and her brother Johnny, acquire their superpowers after their rocket is bombarded by 
mysterious cosmic rays. Superman, the hero created by writer Jerry Siegel and artist Joe 
Shuster, is actually an alien coming from planet Krypton, who flies around, fights criminals 
and saves the world. On the other hand, vampires like Bram Stoker’s Dracula or Stephenie 
Meyer’s Edward Cullen, werewolves like J. R. R. Tolkien’s Draugluin or J. K. Rowling’s 
Remus Lupin, and many other monster-like creatures and ghosts are nothing else but products 
of mythology and folklore, and work better under the umbrella term of fantasy rather than that 
of science fiction. Furthermore, characters such as the protagonists of Patrick Suskind’s 
Perfume: The Story of a Murderer (1985) or Franz Kafka’s Metamorphoses (1915), who have 
inexplicable powers or mysteriously change their body form, are not part of science fiction 
either. They function as symbols which convey the authors’ views regarding human 
contingency, rationality, individuality, purpose, fragility or alienation. Of course, there can be 
characters and plots which combine science, mythology and symbolism. Such hybrids can, for 
instance, be called science fantasy, and show that simultaneously “the improbable [can be] 
made possible [and] the impossible [can be] made probable” (Rod Serling, qtd in Haslam 13). 
Yet, this analysis focuses on the general patterns rather than on the exceptions of the genre. 

Science fiction works need, just like Adam Roberts underlines, “material, physical 
rationalisation, rather than a supernatural or arbitrary one”; in short, they need “cognitive 
estrangement” (2006: 5-8). The difference between the reality of the texts and that of the 
author’s is triggered by a series of crucial elements such as: scientific discoveries and 
experiments, highly sophisticated technologies, space or time travel, genetically engineered or 
extra-terrestrial creatures and extreme environmental changes. These elements are part of the 
fictional mechanism proposed by the author and willingly accepted by the reader. Suvin calls 
them ‘novum’ (a Latin word meaning “new” or “new thing”) and claims that “SF is 
distinguished by the narrative dominance or hegemony of a fictional ‘novum’ ... validated by 
cognitive logic” (1979: 63). The term ‘hegemony’ is taken from Karl Marx and stresses that 
power should be maintained through means of persuasion rather than direct force. In other 
words, the author has to convince the reader of the existence and veracity of the ‘novum’ in a 
subtle rather than an ostentatious manner. The ‘novum’ can exist only by “cognitive logic” or 
rational explanations that involve scientific processes or discoveries. Without these attributes 
a story cannot be qualified as science fiction. 

Robert Scholes, an influential an American literary critic and theorist, was more 
interested to highlight the specific traits of science fiction. In his “Structural Fabulation” 
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(1975), Scholes analyses the metaphors that conceive science fiction. In his view, ‘fabulation’ 
represents any “fiction that offers us a world clearly and radically discontinuous from the one 
we know, yet returns to confront that kn own world in some cognitive way” (2). Tabulation’ 
becomes a broad term which covers science fiction, fantasy and other imaginative works 
marked by ‘discontinuity’, or ‘novum’, in Suvinian terms, as well as constancy. These texts 
venture beyond the reader’s reality but also come back to confront it. The main focus of the 
‘structural fabulation’ lies not on science itself but rather, on the “fictional exploration of 
human situations made perceptible by the implications of recent science” (Scholes 8). The 
insightful author and editor Damian Broderick continues Suvin’s and Scholes’s theoretical 
quests and offers a complex definition of science fiction: 

Sf is that species of storytelling native to a culture undergoing the epistemic 
changes implicated in the rise and supercession of technical- industrial modes of 
production, distribution, consumption and disposal. It is marked by (i) metaphoric 
strategies and metonymic tactics, (ii) the foregrounding of icons and interpretative 
schemata from a collectively constituted generic ‘mega-text’ and the concomitant 
deemphasis of ‘fine writing’ and characterisation, and (iii) certain priorities more 
often found in scientific and postmodern texts than in literary models: specifically, 
attention to the object in preference to the subject. (Broderick 155) 

Broderick highlights the features of the pseudo-scientific discourse which become 
central to almost all SF texts. The “metaphoric strategies and metonymic tactics” help science 
fiction writers convey either the whole world or just part of it into a fictional one. Broderick 
claims that there are numerous SF “icons” and “interpretative schemata” similar to the 
Suvinian ‘novum’ or the Scholesian ‘discontinuity’ which turn science fiction into a 
representative literary genre. Through repetition, these ‘icons’ help create a ‘mega-text’ that 
corresponds to all SF books, films, shows, games etc. The mega text requires, however, 
“certain priorities”. According to Broderick, Sf texts do not focus on insightful experimental 
styles, elaborate descriptions or detailed characterisations which might reveal complicated 
human psychologies. Instead they pay more attention to “the object in preference to the 
subject” (155). The narrative, the feeling of estrangement and the alienation have priority. The 
characters and the scenario become just like Jones said: “pieces of equipment” (5). 

Tracing the roots of science fiction and exploring its evolution can help clarify 
numerous aspects regarding this genre, though such a complex attempt can prove to be 
extremely difficult. Historians of the genre have established not one but four possible 
evolutionary paths of science fiction. Enthusiasts have tried to underline its direct lineage with 
the Mesopotamian Epic of Ghilgamesh written around 2000 BC, or other non-realistic 
passages of various sacred texts as well as myths, legends, folklore and fables. Works such as 
Cicero’s Somnium Scipionis (‘The Dream of Scipio’, 51 BC), Plutarch’s kuklo tes selenes 
(‘The Circle of the Moon’, c. AD 80), Lucian of Samos’s Alethes Historia (‘The True 
History’, c. AD 170) or poet Ludovico Ariosto’s Orlando Furioso (‘Mad Roland’, 1534) 
which describe trips to the Moon, are also included, although they combine scientific theories 
with the supernatural. This attempt is praiseworthy, but as we have previously established 
using Suvin’s definition, science fiction is based on “cognitive logic”, factual predictions or 
experimental based understandings, thus the above stories can hardly be considered science 
fiction. Contemporary myths produced by science itself, such as the Big Bang and the 
“singularity” that preceded it cannot enter this category either (Atwood 54). 

Another path is promoted by theoreticians such as Adam Roberts, who propose the year 
1600 and the spread of Nicolaus Copernicus’s theories about the heliocentric cosmos, as the 
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birth period of science fiction. The scientific discoveries of the time put an end to the “pure 
and religious realm” based on geocentrism and the idea that only humans were subject to 
change and corruption, and offered writers new ways of narrative exploration (Roberts, 2000: 
39). In this context, German astronomer, Johann Kepler’s Somnium, sive Astronomia Lunaris 
(‘A Dream, or Lunar Astronomy’) written in 1608 but published in 1934, can be seen as the 
first work entitled to be called Sf. The book includes witchcraft and daemons but it also 
provides a detailed description of our planet, seen from outside space, the Moon’s revolution 
and the temperature changes on its surface. Kepler’s Somnium opened the path to other stories 
regarding space travels and unknown worlds such as William Godwin’s The Man in the Moon 
(1638), Eberhard Christian Kindermann’s Die geschwinde Reise aufdem Luft-Schiff nach der 
Oberen Welt, welche jiingsthin funf Personen angestellt (‘The rapid journey by airship to the 
upper world, recently taken by five people’, 1744). Ludvig Holberg’s Nikolai Klimi iter 
subterraneum, ‘Nikolai Klim’s Journey beneath the Earth’, 1741, or the famous Thomas 
More’s Utopia (1516) and Jonathan Swift’s Gulliver’s Travels (1726). Though barely visible, 
there were also SF books written by women such as Marie-Anne de Roumier’s Les Voyages 
de Milord Ceton dans les sept Pianettes ‘The Voyages of Lord Ceton in the Seven Planets’ 
(1765). 

A third starting point of science fiction is identified by critic Brian Aldiss with the 
publication of Mary Shelly’s Frankenstein (1818). The novel depicts a mad scientist who 
plays God and brings to life - throughout electric devices and lightning - an artificial entity 
made out of pieces of human corpses. Abandoned by its creator, who was horrified by his 
final product, the “monster” becomes a destructive force. Though, frequently criticised for his 
choice, Aldiss highlighted that: 

perhaps the quest for the First SF Novel, like the first flower of spring, is 
chimerical. But the period where we should expect to look for such a blossoming 
is during the Industrial Revolution and perhaps just after the Napoleonic Wars, 
when changes accelerated by industry and war have begun to bite, with the 
resultant sense of isolation of the individual from and in society. (80) 

The eighteenth and early nineteenth centuries marked a great development in the 
evolution of this literary genre. Its so-called fathers, Edgar A. Poe (1809 -1849), Jules Veme 
(1828-1905) and H. G. Wells (1866-1946), fascinated but also terrified the readership with 
their unusual writings. Due to “ratiocination”, or the process of exact thinking, American 
writer, E. A. Poe’s corpus is surrounded by a science-fictional aura. Likewise, his works such 
as The Narrative of Arthur Gordon Pym of Nantucket (1838) or Mellonta Tauta (1849) gain 
much more by being read as SF. French playwright and novelist, Jules Veme delighted his 
readership with the “voyages extraordinaires”. His books, Voyage au centre de la terre 
(‘Voyage to the Centre of the Earth’, 1864), 20,000 lieues sous les mers (‘Twenty Thousand 
Leagues under the Sea’, 1872) or De la terre a la lune (‘From the Earth to the Moon’, 1865) 
gave them “a sense of coming very close to but never toppling over the edge of the kn own” 
(Clute and Nicholls 1276). His British contemporary, H.G. Wells, also marked profoundly the 
emergence of the modern science fiction novel. His famous book The War of the Worlds 
(1898) reveals “the interlinked beauties of the familiar and the strange” (Roberts 47) and it 
shows what it feels like to be a world force such as the British Empire was and to be invaded 
by the Martians who were scientifically more evolved. Well’s clash of civilisations opened 
the way for many other debates regarding Otherness and the problems of the Others. 

Finally, the last birth moment of science fiction is identified in the early twentieth 
century together with the publication of Hugo Gernsback’s magazine “Amazing Stories” 
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(1926) and his invention of the term “scientification”, by which he understood: “a charming 
romance intermingled with scientific fact and prophetic” (Clute and Nicholls 311-314). Soon, 
however, he replaced “scientification” with William Willson’s more euphonious creation, 
“science fiction”, and promoted it as “an important factor in making the world a better place 
to live in” (James 8-9). His rival, John W. Campbell, the editor of “Astounding Science 
Fiction”, also promoted the term and believed that the genre should not be only about 
inventions and ideas but also about the ways in which people were shaped by them. As a 
result, there appeared numerous works among such as: Edgar Rice Burroughs’s The Moon 
Maid (1926) or Philip Nowlan’s Armageddon 2419 AD (1928), which depict a world in chaos 
dominated eider by evil Communist-like “Kalkars” who take over the Moon and the Earth or 
by Russian Soviets and Mongolians who conquer Europe and targeted the USA. Nevertheless, 
the interest in distant future, interplanetary war, battle cruisers and galactic domination 
continued to flourish and Edward E. "Doc" Smith’s Space Opera initiated in 1928 stands as a 
clear proof. 

The period 1938s and 1946s is usually perceived by fans and critics as the “Golden 
Age” in SF and is marked by talented authors such as Isaac Asimov, Clifford Simak, Jack 
Williamson, L. Sprague De Camp, Theodore Sturgeon, Robert Heinlein and A. E. Van Vogt. 
Asimov’s Foundation series published from 1942 to 1993 remains one a “landmark” in 
science fiction winning numerous prices including a HUGO for 1965 as Best All-Time Series 
(Clute 135). The fallowing decade brought a “boom” of the genre in America. As “the worries 
about the future” increased so did the number of SF works and seals (James 84). Books such 
as Jack Finney’s Body Snatcher (1955) which explored people’s constant fear of invasion or 
nuclear war became more and more numerous. According to John Huntington, however, it 
was not until a decade later that SF became a popular genre that went mass publishing and 
international distribution (2). Heinlein’s Stranger in a Strange Land (1961) or Herbert’s 
Dune (1965) are two of the most representative titles of this period. Over time these books 
have fascinated the public by combining traditional science fiction characteristics with 
mysticism, prophecies and Messianic figures. 

In the 1970s, along with the increased interest in producing SF works, there also 
emerged a reaction against the traditional conventions of pulp science fiction, called the ‘New 
Wave’. The term was the translation of the French ‘nouvelle vague’ and initially referred to 
experimental cinema. P. Schuyler Miller began to employ it in reference to the London 
magazine “New Words”, and its collaborators, J. G. Ballard, Brian Aldiss, John Brunner and 
E C Tubb who developed passionate, original styles. A few American writers, such as 
Thomas M. Disch, John Sladek and Samuel R. Delany, were also influenced by this 
movement, though they rejected its label. The followers of the New Wave considered 
themselves as being part of an avant-garde and pleaded for radical changes of the genre, 
experimentation, both in form and in content, and ‘literary’ or artistic sensibility. They turned, 
as J. G. Ballard states, “[their] back on space, on interstellar travel, extra-terrestrial life forms, 
(and) galactic wars” and produced ‘soft’ rather than ‘hard’ science fiction (qtd. Landon 151). 
Their focus was no more on “the adventurer, the inventor, the engineer, or the scientist, but on 
the average citizen” (qtd. Gunn 216). Exceptions such as Herbert’sl965 novel, Dune , which 
described highly technologized worlds, continued to exist, but the splitting was there to stay. 

The 1970s and spread of the Feminist ideas, the civil rights movement, the New Left, 
the gay and lesbian marches, the anti-war campaign and the ecologist demonstrations had 
strong echoes within the SF realm, transforming it into an ideal space for speculations upon 
possible societies and a variety of Others. The world was no longer threatened by an outer- 
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space danger but rather by an inner one generated by the cracks of the social system. 
Fallowing this trend, numerous authors such as Ursula K. Le Guin, Joanna Russ, Marge 
Piercy, Doris Lessing or Margaret Atwood have captivated public’s attention with their novels 
which speculate upon contemporary fears and Self-alienation. 

Throughout the following decades the extraordinary development of cybernetics 
rejuvenated authors and readers’ interest in technologies and innovation and lead to the 
emergence of a new movement called Cyberpunk, after Bruce Bethke’s 1983 story. The 
movement tried to bring together the hard and soft parts of science fiction. Cyberpunk works, 
such as the famous Neuromancer (1984), written by William Gibson, depict future societies 
where industrial or political blocs achive global power, informational networks are frequently 
hijacked, people modify their bodies and minds through drugs and biological engineering or 
find refuge in virtual realities projecting their “disembodied consciousness into the consensual 
hallucination that was the matrix” (Williams 253). Additionally, the general atmosphere of 
Cyberpunk books is dominated by juvenile energy, destructive sexuality, aggressiveness, 
street wisdom and a powerful sense of rebellion; in short -punk-rock attitudes. 

Exploring science fiction at the beginning of the 21st century, John Clute states that 
researchers might confront themselves with a “classic figure-ground puzzle” and proposes 
two ways of perceiving it (64).The first one offers us “a vision of the triumph of science 
fiction as a genre and as a series of outstanding texts which figured to our gaze the significant 
futures that, during those years, came to pass” while the second describes science fiction as 
being “fatally indistinguishable from the world it attempted to adumbrate, to signify” (64). 
Science fiction books and movies flourish and sell better than ever. Yet, we observe that the 
dominant mood of science fiction is dystopian or critical utopian. Star Trek, the movie series 
created by Gene Roddenberry in the 1960s or Star Wars, the epic space opera started by 
George Lucas a decade later, continue to be developed and brought to the big screen - see 
Star Trek Beyond or Rogue One: A Star Wars Story simultaneously released in 2016. 
Intergalactic voyages, conflicts involving aliens and “the final frontier” are, however, 
overshadowed by the imperative need to explore our own complicated world. Contemporary 
issues involving: economic disparity, terrorist attacks, totalitarian states, corporate 
exploitation, unfair policies, religious fanaticism, discrimination, aggressive mass media, 
pornography as well as environmental degradation, pandemics, scientific experiments and the 
extreme technologization of daily life are daily headline news but also topics that 
contemporary SF writers speculate upon. Satires and predictions regarding the near future 
seem much more captivating than those related to the long distant future. Authors sound a 
warning signal about what may happen if nowadays problems are left unsolved. For instance, 
humans may become pieces of technology connected among each other through 
internetworking brain implants just like in M. T. Anderson’s Feed (2002), raise clones for 
organ harvesting, like in Kazuo Ishiguro’s Never Let Me Go (2005), face a totalitarian 
America where children are killed for entertainment like in Suzanne Collins’s The Hunger 
Games (2008-2010), or witness an apocalypses as it happens in Cormac McCarthy’s The 
Road (2006) or in Margaret Atwood’s Maddaddam Trilogy (2003-2013). 

The evolution of science fiction, its roots and transformations, is extremely important in 
understanding the complexity and the plasticity of this genre. Numerous voices have 
juxtaposed science fiction to pulp fiction as both genres deal with lurid or sensational subjects 
and are often printed on rough, low-quality paper. Moreover, numerous voices stated that the 
popularity of science fiction does not reflect its quality and that, in fact, such works are crude 
and immature. The value of any text is, however, interpretable and Theodore Sturgeon's Law 
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or Revelation of 1958 is concluding in this case. The American writer and critic felt the need 
to underline that: “The existence of immense quantities of trash in science fiction is admitted 
and it is regrettable; but it is no more unnatural than the existence of trash anywhere” and 
therefore “The best science fiction is as good as the best fiction in any field” (qtd in Landon 
3). 

Science fiction remains a controversial genre, with complex definitions as well as deep 
roots, twists and ramifications. From the imaginative works dominated by ‘estrangement’ and 
‘cognition’, to ‘structural fabulations’ and the development of the ‘mega-text’, science fiction 
shows that it has much more to offer than simple cliches. Likewise, its evolution from 
captivating stories about scientific discoveries to realms where various issues regarding 
society and Self-identity can be criticised and predicted, proves that science fiction is 
continuously improving and updating according to contemporary needs and expectations. 
Contradictory discussions concerning this genre will never cease, but this proves that science 
fiction cannot be ignored and deserves increased attention. On the other hand, controversy 
may add to its worldwide success. The theoretical exploration of the definition and the 
evolution of science fiction makes us conclude that perhaps the ‘quest’ is much more 
important and rewarding than the ‘Grail’ itself. 
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Abstract: Born in a perimeter dominated by a marginal art, Derek Wcdcott from Santa Lucia — who 
received in 1992 the Nobel Prize — builds through crossbred coordinates - both spiritual and cultural 
- a theater which profoundly reflects the deepest features of a poor area, charged with hybrid artistry. 
The words and drama created by the caribean dramatist incorporates the music, the rhythm, the ritual 
featured in theatrical formulas charged with spectacular „ efficacy”, with carnavalesque substance, 
symbols of a colonialist history, memory of slavery, torture, shame. In the content of this drama, 
approached as performance, the author’s „obsessive” themes - poverty, the missing past and the lack 
of the cultural authenticity, the religious mixtures and confusions influenced by the haitian culture 
mixed with versions of Catholicism, etc. - bears the significance of an artistic beginning, an 
irreversible process of self-assertion and appreciation of mixed values, of a contemporary ritual 
which consists of fragmentary and aleatory recoveries of the past, supported by the carnivalesque 
consumerist culture from Trinidad. 


Keywords: performance, ritual, slavery, memory, rhythm, percussion. 


Dupa perioada mediana a secolului XX, in perimetrul caraibean se 
consolideaza o scriitura dramatica si teatrala in care expresia artistica inseamna ritualul, un 
text incarcat cu consistent^ culturala acumulata pe pacursul unui tensionat parcurs istoric, cu 
elemente performative construite din metisaje genetice si simboluri religioase. 

In acest context laureatul Nobel din 1992, Derek Walcott, devine autorul unor 
texte si structuri narative a caror intelegere este dependents de ethos -ul camavalesc al insulei 
Santa Lucia si a zonei Trinidad Tobago, ca un veritabil proces de investigate a formarii unei 
mentalitati specifice, conditional de strategii de supravietuire in rnedii abjecte, analfabetism 
si saracie. Aceste aspecte reprezinta temele de baza ale eseurilor lui Walcott ce explica 
performance-ul, ale textelor sale lilosolice care graviteaza in jurul unei idei centrale, 
identitatea intr-o zona lipsita de o istorie clara, de reperele oferite de o cultura elitista. Walcott 
schiteaza trasaturi artistice autentice, valori umane, simboluri recuperate dintr-o cultura 
plasata la limita dintre „deseu” al civilizatiei occidentale (in special nord americana) si 
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intoarceri instinctive cStre o formula de ritual-colaj, sudat din fragmente si memorii, de 
reminiscente ale culturii africane, si vest-africane Yoruba si catolicismul hispanic. 

Alura religiosS a universului teatral creat de Walcott poartS fizionomia camavalului 
din Trinidad, a comportamentului every day extras din sfera peisajului uman periferic 
suburban, degradat si murdar al zonei. Este o drama populatS de personaje simbolice pentru 
carnaval, produse ale obsesiilor si memoriei colective ( Omeros , Robert Cook, The Joker of 
Seville in care un Anansi - personaj din mitologia africanS capabil de a se transforma in 
insects, intelept si stiutor - este deghizat in Don Juan). 

Drama lui Derek Walcott ia nastere in primul rand ca rezultat al experimentalismului 
teatral legat de o intensS activitate la St Lucia Art Guilds si Little Carib Theatre Workshop din 
anii ‘50 si ‘60, urmSrind produsele teatrale autentice, ce insumeazS miturile si spiritul ritualic 
al zonei. Este orientat catre un discurs performativ abordabil prin prisma antopologiei teatrale 
(Victor Turner), a legSturilor dintre culturS si performance, al marginalismului cultural care 
intrS in mod galopant in zona cercetSrilor academice si in interesul artei postmoderne. Teatrul 
creat de Walcott urmSreste spectacolul ca fenomen colectiv, cu participarea „totalS” atat a 
performerului cat si a celui care asistS la performance, este integrat in fluidul magnetic 
declansat de derularea situationalS ce aduce la unison experienta colectivS, camavalul si 
ritualul. Simbolurile, conflictele istorice si rasiale devin substanta autenticS a performance- 
ului. Drama se deruleazS in directia strategiilor ritualice invocate de antropologi, in termeni ca 
„structurS” (punctele fixe stabilite de ordinea socialS) sau anti-structurS (momentul de 
dizolvare a ordinii si a cursului firesc), momente reprezentate la Walcott prin elementul 
carnavalesc al culturii din Trinidad. 

Drama sistematizeazS etapele de a firm are ale unor noi tipuri de valori, prin 
„cficacitatca” cuvantului si a perfonnance-ului ritualic, explicate de autor in Prefata piesei 
Dream on the Monkey Mountain, eseul What the Twilight Says: An Ouverture 1 . Cuvantul si 
situatia dramatics sunt o neintreruptS raportare la spectacolul creat de ritm si muzicS, la 
impulsul violent al individului ce populeazS zona, care isi „descarcS” in arts memoria 
incSrcatS de traume si bestialitate. Textul dramatic este „dependent” de detaliu si descriere a 
imaginii, a gestului si a ritualului (didascaliile), sustinutS de senzatia foarte personals a 
dramaturgului cauzatS de intalnirea cu o lume marginals - intr-o atmosferS data de cromatica 
incandescentS specifics - sau cu memoria trecutului ambiguu. Este trasat mereu un peisaj 
incSrcat cu detalii ale arhitecturii si substantei vegetale, cu vechime, uzurS, in stare degradatS 
a materiei, elemente prin care Walcott face continue trimiteri la evenimente ce amintesc fie de 
conditia de Sclav, fie de complicatiile si aglomeratia urbana si sub-urbana. Mai mult, Walcott 
invoca esentiala completare intre jungla vegetala si cea umana, cu frecvente trimiteri catre 
mlastina si salbaticia care caracterizeaza structura mentala a metisilor marginali. Saracia 
amintita de dramaturg va primi calitati poetice, va contura in mod artistic imaginea acestui 
perimetru geografic. 

Eseul What the Twilight Says se deruleaza ca o structura circulars, 
leitmotivicS, cu accent pe detaliile spatiale degradate relationate cu uzura demnitStii umane si 
cu invocSri obsesive ale sSrSciei, sublimate in formula si inventivitatea carnavalescS, de 
suprarealismul imaginilor si a substantei vizual simbolice a performance-ului. Personajele 
acestei drame - la fel ca si localnicii - se aflS intr-un mediu dominat de memoria suferintei, 
de „intunericul aborigen”, intr-o atmosferS fie violent performativS, fie derulandu-se in 


1 Derek Walcott, Dream on the Monkey Mountain and Other Plays, Macmillan, 2014. 
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linistea suferintei si acceptarii, a „ritualurilor de auto-descoperire”, intr-un performance 
construit din impulsul marturisirii durerii si al analfabetismului. 

Walcott propune „drumul inapoi de la om la maimuta” 2 , acest parcurs 
devenind o formula de orientare, un indrumator al individului si performerului care in egala 
masura trebuie sa recupereze ethos- ul caraibean si autenticitatea ritualica. Este insistent 
recomandata „amnezia” si drumul de la capat pentru reconstructs artei, prin parcurgerea 
etapelor care etaleaza „suferinta unei rase” 3 . Spectacolul, teatrul, arta vor trebui reinventate 
pomind de la mixajul genetic, prin intoarcerea la instinct „orice actor trebuie sa faca aceasta 
calatorie pentru a-si articula originile”, de la „intunericul total” prin cercetarea memoriilor, a 
reformularii a unei istorii nestiute pe baza fluxului colectiv, prin „focul tribal” 4 . Pe baza 
acestor coordonate isi face aparitia un „teatru underground ’ ce are ca fundament „piatra 
tribala” si „bucuria tragica de ritual” 5 . Este vorba despre un spectacol fara accesorii, fara 
investitii gratuite (cum se intampla in teatrul occidental), cu sprijin in reformele teatrale ale 
secolului XX, teatrul deriziunii, Artaud sau teatrul sarac al lui Grotowski, generand un corpus 
performativ ce ofera prin simplitate, eficacitatea necesara a unui teatru spiritual. Saracia 
stimuleaza fantezia si geniul spectacolului caraibean, care trebuie sa depaseasca statutul de 
„arta pentru turisti”. 

Performance-ul expune sensibilitatea si cultura rasei afro-crestine, in care 
prioritar este dialectul, cea mai puternica formula de expresie verbala, dominata de amintirea 
conditiei de Sclav. In What the Twilight Says este frecvent amintit modul de existenta al 
sclavului, starea sa mentala conditional de rusine si de inferioritate umana. Amestecul 
genetic ce a intervenit a indus lipsa bazei intr-o identitate stabila. Istoria insa, ramane 
incriptata in performance si arta vizuala, consolidandu-se din directia dorintei de recuperare a 
umanitatii prin apelul la cultura autentica a rasei negre adusa din Africa, din turnurile mentale 
aparute odata cu educatia „noilor veniti” prin reperele elisabetane si iacobine, ce se amesteca 
cu ritualul haitian, catolicismul, mixaj cultural care creeaza confuzii de identitate 
(„contradictia a fi negru la trup si alb la minte” 6 a unor indivizi „vaduviti de negritudine si 
saracie” 7 ). Walcott recompune in drama o imagine compozita dintre catolicism si africanism, 
o noua lume ( the new world negro 8 ) in care „oamenii ca si actorii au asteptat un limbaj ... au 
confruntat o varietate de stiluri si masti. Insa rusinati de vorbirea lor, au fost miscati doar de 
tragicomic sau farsa. Tragicomicul era doar o alta forma de auto-dispret” 9 . 

Arta invocata de Walcott trebuie sa depaseasca „conceptul civilizat al 
teatrului” 10 . Aceasta va fi creata din impuls, ritm, din talentul nealterat de influentele 
exterioare, artificii sau cautari de efecte. Teatrul si drama recicleaza si confirma valoarea 
acestei zone maginale, prin sublinierea fortei vitale care uneste natura cu esenta umana, prin 
distilarea diferitelor infuzii religioase si culturale europene care au fost adaptate pulsului 
sanguin local. Teatrul caraibean este initial catalogat ca un „teatru de papusi ieftine” 11 , creat 


2 Derek Walcott, Dream on the Monkey Mountain and Other Plays , Macmillan, 2014, pag. 5. 

3 Idem , pag. 5. 

4 Idem, pag. 5. 

5 Idem, pag. 6. 

6 Idem, pag. 12. 

7 Idem, pag. 12. 

8 Termen invocat In repetate randuri de Derek Walcott in What the Twillight Says si David H. Brown in Santeria Enthroned: 
Art, Ritual and Innovation in Afro-Cuban Religion, University of Chicago Press, 2003. 

9 Derek Walcott, Dream on the Monkey Mountain and Other Plays, Macmillan, 2014, pag. 20. 

10 Idem, pag. 20. 

11 Idem, pag. 22. 
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din strategii care mascheaza traumele rasei si consistent culturala creata din deseurile 
consumeriste americane. Camavalul si ritualul devin centrul de gravitatie al artei si dramei, 
incarcat de reminiscent ale etapei coloniale, ale miturilor macabre ce se dezvolta in mod 
ascuns in perioada sclaviei. 

Personajele de camaval care apar in drama sunt conturate prin prisma 
simbolurilor si a mastilor arhaice tribale, prelucrate prin coordonate dramatice europene, dar 
in special prin primitivism, ritm, transa si explozii instinctuale, cadomble, macumba, 
yambalou, formule codificate de initiere si performance. Referitor la acest fenomen al relatiei 
dintre carnaval si performance, Peter Manson 12 in lucrarea Bacchanal, The Carnival Culture 
of Trinidad vorbeste despre „orgia entuziasmului, mirosul, caldura, confuzia care face inima 
sa tresara, energia sexuala, spiritul picant, membrele care dor si sentimentul eliberarii mentale 
... socul culorii ... teme fanteziste: din spatiul extraterestru, culturile antice, lumea insectelor, 
lumea folclorica a schimbatorilor de forma, bautori de sange si fantome” 13 , descriere ce 
permite extensii catre contextul si personajele create de Wacott. Acestea aduc si consistent 
europeana carnavalesca, cu alteratii ale mascariciului. Pierrot devine Joker sau Don Juan, 
„hotul de la miezul noptii”, evoluand pe coordonatele nu numai dramatice, ci orientate dupa 
tensiunile si mesajele muzicii locale, camboulay, shantwell, calenda. Seducatorul creol este 
un personaj frecvent intalnit in literatura dramatica a zonei, simbolizand hipersexualiatea 
masculina a barbatului amestecat genetic, care construieste o versiune amplificata ca violent 
si manifestare instinctuala, fata de europeanul seducator sau burlador. Intervine in substanta 
personaj ului din cultura Anansi - sau trivialismul african - care este investit (ca puls vital) in 
miturile modern europene. Tot in aceasta directie cercetatorul literaturii caraibiene, Antonio 
Benitez-Rojo 14 insist asupra legaturilor spirituale venite dinspre mai multe continente, 
valabile in arta si teatrul caraibean, care construiesc personajele accstui perimetru, ca produse 
de combinatii dintre rnituri formate prin traditia orala si personaj e reale care au rol de puncte 
de pornire si factori activatori ai acestei culturi. In capitolul dedicat dramei autorului din Santa 
Lucia, The Intermediate Layer : Walcott’s Drums and Color este mentionata schimbarea de 
pozitie „cititor-spectator”, conditie esentiala pentru lectura acestei drame. 

In Dream on the Monkey Mountain central este simbolul carbunelui, 
personificat prin Makak, expresie e negritudinii, a maimutei, dialectului, memoriei sclaviei, a 
stadiului embrionar al unei civilizatii plina de potential artistic si forta. Personajul este 
stimulat de betie si drog, adjuvante ale fanteziei artistice, trecand prin vis catre memorie. Este 
din nou sugerata - la nivel instinctiv - nevoia de reintoarcere pe continentul african pentru a se 
reinventa „o viziune romantizata a Africii pe care o mentin oamenii de culoare pentru a scapa 
de realitatea care ii inconjoara” 15 . Piesa Dream on the Monkey Mountain urmareste structura 
carnavalesca si suprarealista a artei locale, visul, memoria, identitatea care penduleaza in stari 
confuze, fragmentare. Firul narativ evolueaza in directia abisului mental, parcursul 
inseamnand afundarea intr-un univers ilogic in care nu exist nici o coerenta narativa. 
Singurul element valabil ramane simbolul, momentele de betweeness, conditie a valabilitatii 
performance-ului (explicate in studiile lui Victor Turner, From Ritual to Theatre 16 ). Visul 


12 Peter Manson, Bacchanal, The Carnival Culture of Trinidad, Temple University Press, 1998. 

13 Idem, pag. 8. 

14 Antonio Benitez Rojo, The Repeating Island, The Carribean and the Postmodern Perspective, Duke University Press, 
1997. 

15 Derek Walcott, Dream on the Monkey Mountain and Other Plays, Macmillan, 2014, Prefata What the twilight Says, pag. 
18. 

16 Victor Turner, From Ritual to Theatre : The Human Seriousness of the Play, Performing Arts Journal Publications, 1982. 
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invocat de Walcott este unul colectiv, care gSseste o cale de salvare in lumea iluzorie, in 
istoria rasei mixte si a sclaviei din trecut. Au loc salturi intre nivelurile realitStii - teatralitStii, 
motivate de accesarea nivelurilor de memorie intr-o dimensiune a fanteziei colective. Tema 
obsesiva a lui Walcott este cSIStoria si drumul inapoi prin memorie ( What the Twilight Says), 
prin „straturile” mentale care au ascuns originea. Prin aceste teme sunt aduse la unison 
obsesiile locale, reconstructs memoriei copilSriei si a maturitStii pe baza povestilor auzite. 
Apar personaje leitmotiv, Cel ce cauta fSrS teama unui esec, personajul central Felix Holbain 
- Makak sau „omul maimutS”, prelucrat dramatic prin solutii artistice care amestecS folclorul, 
magia, imagini ale degradSrii umane. 

Intelegerea dramei este din nou dependents de mSrturiile autorului, de esenta 
muzicalS a limbajului dialectal, de existenta acestuia in mediul performativ, intr-un cadru 
dominat de ritm, de sunete stridente, de timbralitatea specified a orchestratiei de carnaval 
(mereu indicatS in drama autorului caraibean). Textul surprinde „pulsul vital” al mediului 
uman-vegetal, aspiratiile unei rase cStre eliberarea de trauma trecutului, cStre memoria 
echivalentS cu suferinta. Firul dramatic este echivalentul unui labirint, un traseu aproape 
haotic prin vis, un simbol al cSutSrii si recuperSrii fragmentare. Intervin scene sacre, de 
magie, de ritual de creere de liante intre trecut si prezent, pentru fixarea unui punct de pornire 
pentru un posibil viitor al metisilor si a impuritStii umane din Caraibe, a oamenilor de culoare. 
Walcott insista pe valoarea si simbolul cSrbunelui, pe trecerea sa prin diverse etape geologice, 
rezistenta, cSlirea, perspectiva transformSrii sale in diamante. Aceasta este una dintre temele 
dominante ale literaturii caraibiene (premiul Nobel pentru literaturS in 2001, autorul din 
Trinidad N. S. Naipaul, The Loss of El Dorado: A Colonial History) simbol suprapus cu visul 
negrilor din timpul ritualului, cu rSsturnSrile de situatii in mod magic, aparitia figurilor noptii 
care pedepsesc chinurile zilei, cu fantezii salvatoare prin aparitia celui care pedepseste, un 
echivalent negru ritualic african al stSpanului de sclavi care tortureazS. 

Dream on the Monkey Mountain este un model de dramS construitS ca si 
spectacol, un camaval in desfSsurare, o lecturS a textului dramatic si experientS a fanteziei, 
datS de directitudinea muzicalS a cantului, dansului si miscSrii, accesand memoria colectivS, 
uniformizand trSirile. Crestinismul apare conjugat cu religia afro-caraibeanS, Isus Christos 
este vSzut ca si Regele Africii, iar figura salvatoare apare prin Makak. Apar seevente de vis, 
Makak devine personajul care judecS - in formulS voodoo - cu imagine monstruoasS dublatS 
de situatii ca viziuni naive ale dorintei de rSzbunare care mascheazS neputinta de a se exprima 
in mod direct si care se pot manifests in mod codificat in arts si ritual. In eseul The Whiteness 
of Blackness, referindu-se la drama lui Derek Walcott, autorul Patrick Colm Hogan vorbeste 
despre „ o identitate care impinge cStre nebunie” 17 inspiratS de Kele, formula exorcizantS a 
ritualului si mai ales rastafaniarism, manifestare legatS de un istoric al manifestSrilor 
nebuniei. Aceasta este sustinutS de intalnirea lui Makak cu propria imagine din oglindS. Rasa 
neagrS este asociatS cu uratenia, monstruosul, abjectul, ritualismul, partea intunecatS a 
acestuia. Makak respinge propria imagine sub-umanS. Este vorba de o mentalitate a imaginii 
de sine care se dezvoltS pe parcursul mai multor secole. 

Tot construit dupS reperele ritualului si a complexei „partituri” de stiluri 
muzicale de carnaval caraibian si Trinidad este The Joker of Seville cu o structurS dramatics 
ce are ca prioritate practica scenei, prin acumularea de elemente specifice artistice locale, 
muzicS si ritm prin care este prelucrat mitul european. Cuvantul si drama sunt coordonate de 


17 Patrick Colm Hogan, Colonialism and Cultural Identity, Crises of Tradition in the Anglophone Literatures of India, Africa 
and the Caribbean, SUNY Press, 2000, pag.45. 
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muzica pornind de la sugestiile lui Galt MacDermot autor al seriei de cantece care plaseaza 
scriitura dramatica in zona de spectacol music-hall (Sans Humanite, They don 7 know who, Do 
1 flee ?, Tisbea went and bathe, etc.), sustinute de teatralitatea performance-ului, bazat pe 
instinct si valtoare camavalesca. Este invocat teatrul spaniol al Renasterii, formula sa de 
functionare, imagine si eficienta, la data construirii culturii din Trinidad. Spaniolismul este 
mixat cu performativitatea caraibiana contemporana „cu al sau performance care se 
dezlantuie, elibereaza, zdrobeste, traverseaza granitele, ca o celebrare a vietii in fata mortii” 18 . 
Cadrul este stabilit din primele momente, in care este indispensabila arena - spatiu al 
confruntarii fie animale fie umane - un perimetru circular specific performance- ului 
caraibean, un gayelle destinat luptelor traditionale stick fight (lupte cu betele). The Joker sau 
Don Juan este un stick man, un barbat care exceleaza prin masculinitate si erotism, prin jocuri 
cu conotatii sexuale ale cuvintelor, coduri excentrice ale comportamentului in alura 
carnavalului din Trinidad. Joker-ul lui Walcott apare ca un eliberator modern al femeii, care 
suporta pedeapsa pentru „atacarea” prin teatru a mentalitatii adanc infipte in constiinta 
colectiva, totul derulandu-se in alura de burla (gluma). Acesta poarta trasaturile seducatorului 
de tip choteo personajul marginal cu instincte animalice - simbol al metamorfozei fara o 
ancora in trecut sau prezent - conjugat cu conquistadorul, cel ce descopera lumii si formule de 
existenta noi, cel ce trece prin mai multe etape si transformari, concentrand in formula 
dramatic-performativa creata de autorul din Santa Lucia, spiritul Trinidadului. 

Creatia dramatica a lui Derek Walcott capteaza instinctul teatral al Caraibelor, 
mereu „inradacinat in experienta oamenilor saraci, scris in artele perfonnance-ului, incluzand 
limbajul acestora” 19 . Este un teatru al ritualului, cu un limbaj dramatic ce tinde sa cuprinda 
complexitatea universului uman atat din trecut cat mai ales extras din existenta stagnanta de 
fiecare zi, blocata in ritmicitate lenta si saracie. 
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Abstract: The paper sets out to compare Swift’s novels to those of Woolf and determine whether the 
former were influenced by the latter. Once we have explored how Woolf’s literary movement has 
influenced Swift’s and determined that Swift, like Woolf wrote lyrical novels. The paper examines the 
lyrical novel with the use of narratological theories in order to broaden the reader’s understanding. 
The definition offered by Woolf in her diary of the new novel she wished to create and which suggested 
mixture of genres (narrative, lyrical, dramatic) is confirmed by the statements Terry Eagleton makes 
in What is a Novel? 


Keywords: genres, intertextuality, foregrounding, tragedy, monologues 


What does a theory of the lyrical novel look like? First we need to examine a 
definition of the novel. We notice how large and permissive such a definition is. The second 
edition of the Oxford English Dictionary defines the novel as: 

A fictitious prose narrative or tale of considerable length (now usually one long enough to fill 
one or more volumes), in which characters and actions representative of the real life of past or 
present times are portrayed in a plot of more or less complexity. 

The definition offered by Woolf in her diary of the new novel she wished to create and which 
suggested mixture of genres (narrative, lyrical, dramatic) is confirmed by the statements Terry 
Eagleton makes in What is a Novel?: 

The point about the novel [...] is not just that it eludes definitions, but that it actively 
undermines them. It is less a genre than an anti-genre. It cannibalizes other literary modes and 
mixes the bits and pieces promiscuously together. You can find poetry and dramatic dialogue 
in the novel, along with epic, pastoral, satire, history, elegy, tragedy and any number of other 
literary modes. Virginia Woolf described it as ‘this most pliable of all forms’. The novel 
quotes, parodies and transforms other genres [...] 

The novel is a mighty melting pot, a mongrel among literary thoroughbreds. There seems to be 
nothing it cannot do. It can investigate a single human consciousness for eight hundred pages. 
Or it can recount the adventures of an onion, chart the history of a family over six generations, 
or recreate the Napoleonic wars. 
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[...] The novel is an anarchic genre, since its rule is not to have rules. 

[...] The novel presents us with a changing, concrete, open-ended history rather than a closed 
symbolic universe. Time and narrative are of its essence. (Eagleton 2005) 

Here Eagleton notices that the novel as a genre includes anything. Any mixture of literary 
modes can be found in a novel. Even the example of focalization through a character’s 
consciousness is given. The novel is constructed according to fluid rules. Eagleton also 
believes that the aspects of time and narrative are the most important elements in a novel. 
Uses of time, place and narrative constructed mainly through lyrical monologues are common 
in Woolf and Swift. To these the role of intertextuality in the reader’s experience may be 
added. The foregrounding theory explains why the lyrical mode is perceived by the reader in a 
way not merely tied to the use of language. Gestalt psychology (Evans and Green 2006: 65) 
speaks about figure-ground organization and the way humans have a cognitive ability to 
“segregate any given scene into figure-ground organization”. In this case, a certain aspect 
becomes prominent in a scene or in a text. In the lyrical novel, this mixture of genres becomes 
more visible than in other novels. The lyrical mode is dominant, while dramatic and narrative 
modes work to intensify it. Language is not the only means of expression and of creation in 
the lyrical novel. The use of other traditions is brought forward for the same purpose. Readers 
process and bring along their understanding of those traditions, and especially of lyrical or 
dramatic aspects, which help to foreground those modes in the lyrical novel. Readers may be 
regarded as having scripts which they apply when intertextual references are relevant to their 
present reading. These scripts correspond to their expectations based on previous experience 
which are either contradicted or confirmed. As proof, critics focus on either the innovative or 
the traditional aspects in Woolfs novels. They see her as closer to either the Victorians or the 
Modernists. The readers’ attention is caught by either the traditional story, or the plot, or by 
the lyrical aspects. One of these main aspects becomes the prominent function of the readers’ 
expectations. One of these aspects proves to be more powerful. 

That which Ersevim states about the lyrical novel, in Virginia Woolf: Lyrical Novelist , 
has been realized or put into practice by Woolf and Swift: 

Since its inception, the novel has been closely associated with the art of story-telling, which 
necessarily includes in its narrative technique some of dramatic action, causation, time, 
setting, and identifiable characters. To the contrary, the lyrical poem has dealt primarily with 
the suggestion of feelings and themes in musical or pictorial patterns. Lyrical fiction, this new 
and hybridic genre, which submerges the narrative in imagery has revealed fresh possibilities 
for the novel. (Ersevim 1966) 

The features Ersevim attributes to the traditional novel are present in the lyrical novel as well. 
They are just differently represented. The story is there, although it is differently constructed 
or left for the reader to construct by filling in the missing parts (especially causation). 
Dramatic action, time, setting and characters are elements which Ersevim includes under the 
label of narrative technique. The dramatic mode has always been present in the novel, even in 
the traditional one. However, in the lyrical novel the dramatic mode is differently represented. 
Woolf thought of the dramatic mode as part of the new novel she wished to create. When she 
said that she wished to create a novel with dramatic prose, a novel that should be acted and 
not read, she meant that she wished for the reader to share the intensity of the emotional 
experience. Also, she referred to the apparent lack of intervention of the author, or of the 
omniscient narrator, as the perspective presented will be entirely the characters’ and the story 
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would be made up of lyrical monologues and lyrical scenes. Afterwards, Ersevim mentions 
that “the suggestion of feelings and themes in musical or pictorial patterns” are features of the 
lyrical poem. Woolf has mentioned these features in her theories and tried to apply them in 
her novels. The emotional experience is clearly represented in the lyrical novel, while other 
arts such as painting or music have been introduced in the novels’ content. Woolf wished to 
use music to influence the narrative structure; however, it was Swift who put this theory into 
practice. Ersevim views lyrical fiction as a hybridic genre, as it includes narrative, dramatic 
and poetic modes or genres. Woolf and Swift also manage to represent differently the features 
which Ersevim mentions as belonging to traditional novels, while they also use the features 
which Ersevim identifies as being specific to lyrical poetry. 

One characteristic which was not explored sufficiently for the lyrical novel is its 
features of tragedy. Aristotle, in The Poetics , defines tragedy as generating emotions such as 
fear and pity. Aristotle’s definition of tragedy is the following: 

A tragedy is the imitation of an action that is serious and also, as having magnitude, complete 
in itself; in appropriate and pleasurable language;...in a dramatic rather than narrative form; 
with incidents arousing pity and fear, wherewith to accomplish a catharsis of these emotions. 


The reader should feel pity and a dram of sympathy for the tragic hero, and fear that the fate 
of this kind of hero might prove to be unfavourable. Plot and character are the most important 
elements of tragedy according to Aristotle. This means that unity of plot is necessary for a 
good tragedy. Characters need to be believable. Other less important elements for tragedy are 
thought, diction, melody and spectacle. To what extent is the lyrical novel tragic? The form of 
tragedy in the lyrical novel is not the traditional, Aristotelian one. Moreover, the extent to 
which plot or action exists in the lyrical novel is debatable. However, in Swift especially, we 
notice that traumatic events are given a significant place. Even though the degree of tragedy is 
not as high as in Aristotelian tragedy, we notice that there are embedded texts where tragic 
events are given center stage. For instance, in Woolf, we have the tragedy of Septimus and 
Lucrezia. In Swift, Bill Unwin in Ever After parallels the fate of Shakespeare’s tragic hero 
Hamlet. 

For the lyrical novel, the structure has an influence on creating a lyrical effect. This is 
achieved by structuring the story’s presentation on lyrical monologues and also by the so- 
called “absence of a concrete plot” (Utkarsh 2011). However, with respect to plot, in the 
representation of moments of vision we notice the need for finding a pattern, for finding 
coherence in apparently disparate elements, or in an apparently fragmentary world. 

De Paiva Correia reflects on the lyrical mode’s general association with lack of action 
or coherent plot: 

When we consider Shakespeare’s lyric sequence, his Sonnets, we soon realize that the text 
expands into a strong strip of action, and frames several characters. Since there is no doubt we 
are in the presence of lyric poetry, we must come to the conclusion that the lyric mode, 
similarly to the narrative and dramatic ones, is a powerful transmitter of action, as far as a 
coherent plot is concerned. 

Shakespeare’s Sonnets, the outstanding example I have conjured up, definitely throws light on 
the subject. We should, however, bear in mind that even a short, isolated lyric poem usually 
displays action, even if the action is minimal. (De Paiva Correia 2008: 89) 




186 


Iulian Boldea, Cornel Sigmirean (Editors) 

MULTICULTURAL REPRESENTATIONS. Literature and Discourse as Forms of Dialogue 
Arhipelag XXI Press, Tirgu Mures, 2016 
ISBN: 978-606-8624-16-7 
Section: Literature 


She thus offers evidence for a new way of looking at the lyrical mode. De Paiva Correia 
believes that there is always at least some minimal action even in a lyric poem. De Correia 
claims that “the lyrical mode, similarly to the narrative and dramatic ones, is a powerful 
transmitter of action”, as far as a coherent plot is concerned. The use of the lyrical mode 
transmits action, and it is here that the active role of the reader comes in. After all, we could 
compare the situation of the lyrical mode as transmitter of action with the fact that certain 
incidents or other details are omitted from any narrative if they are considered irrelevant or 
unimportant. What is important for the lyrical novel will thus be concentrated in the instances 
represented in the lyrical mode. From there, the reader will be able to draw connections and 
infer what has not been said. 

Hiihn also claims that there is always a story, even in lyric poetry. There are always 
incidents, even in a poem. These features will make poetry suitable for a narratological 
analysis. We could also say that the lyrical mode in Woolf includes a story and incidents. 
According to Hiihn, 

[...] first, poetry can profitably be analysed on the basis of narratological categories and thus 
be compared with prose narratives proper (by poetry, I mean the lyric in the narrow sense, not 
merely narrative poems such as ballads or verse narratives); and second, events are a 
prerequisite of narrativity in fictional literature as well as in the lived world. (Hiihn 2005- 
2007) 

Narrating is used universally to structure experience, to make sense of the world and to 
present these ordered structures: 

The first premise, the transgeneric applicability of narratology to lyric poetry, maintains that 
narrating is an anthropologically universal device for structuring experience and making sense 
of the world as well as communicating such ordered structures to others (or to oneself). (Hiihn 
2005-2007) 

This statement references the moments of vision or analysis of the past in Woolfs and Swift’s 
novels. Characters in Woolf and Swift, by their moments of vision, try to find a pattern. 
Characters in Swift and in Woolfs Mrs. Dalloway try to establish a coherence between their 
present situation and past experiences. They do this by remembering the past, and by telling 
their stories. 

Hiihn goes on to mention that 

This ordering function of narrative essentially rests on the combination of two operations - the 
temporal concatenation of individual elements (existents and incidents) into some kind of 
coherent sequence and the mediation of this sequence from a particular perspective. (Hiihn 
2005-2007) 

This statement underlines the role of the representation of time in the lyrical novel. The 
sequences may be regarded as the equivalent term for lyrical scenes. Temporal unity is in fact 
what holds a lyrical scene together. Hiihn mentions the presentation of the sequence (or lyrical 
scene) from a certain perspective which makes narrative coherent. This reminds us that the 
perceiving character ensures the unity of the plot. What Hiihn claims about lyrical poems 
holds true for the lyrical mode in Woolf and Swift. Everything Hiihn states references earlier 
claims about the lyrical mode in Woolf and Swift. The following statement is no exception: 
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[...] lyric poems can be described as modelling temporal sequences of incidents, typically of 
mental processes comprising reflections, memories, emotions, imaginations, desires or 
anxieties, but also involving sense perceptions or physical developments (such as walking or 
dying). They mediate these sequences from a specific, usually personalised subjective 
perspective, through an act of articulation. (Hiihn 2005-2007) 

The lyrical mode in Woolf and Swift contains the features presented in the quotation above. 
What Hiihn claims above has been mentioned in regards to the way the stream-of- 
consciousness technique tries to represent the workings of memory, or in the way a 
character’s subjective perception shapes the story for the readers. Moreover, it is the act of 
perception which unifies the plot. Modernists try to bring unity and coherence through their 
novels, a unity which is not there in real life and which is only possible by means of art: 

As far as the subject is concerned, modernist fiction’s subject is tragic or comic tragic in 
essence and tends to present a fragmented view of human subjectivity and history (think of 
Wasteland, for instance, or Woolfs To the Lighthouse), and presents that fragmentation as 
something tragic, something to be lamented and mourned as a loss. Many modernist works try 
to uphold the idea that novels can provide the unity, coherence, and meaning which has been 
lost in most of modem life [...] art will do what other institutions fail to do. (Jin 2011: 114- 
118) 

De Paiva Correia and Hiihn question the statements that in lyric poetry, or in the lyrical mode, 
there are no incidents and no story. Jin supports the idea that there is a different presentation 
of the story in Modernist fiction: 

A “striking feature of modem fiction is their giving precedence to the depiction of the 
characters’ mental and emotional reactions to external events, rather than the events 
themselves. In doing so, the novelists abandoned the conventional usages of realistic plot 
structure, characterization and description, and their works became successions of “fleeting 
images of the external world with thoughts and half-thoughts and shadows of thought attached 
to the immediate present or moving back and forth in memory”(Chen, 1999).” (Jin 2011: 114- 
118) 

Another aspect in which the Modernist novel differs from the traditional novel is the use of 
time: 


[...] modem fiction does not start with the introduction of the time of a story and records the 
life experience of characters but usually reveals the characters’ thoughts in less than an hour or 
just two or three days. (Jin 2011: 114-118) 

A very important aspect is stressed in this quotation, namely the way a story is represented in 
Modernist fiction. In contrast with traditional novels, in Modernist fiction a story is not 
presented right from the beginning. The same aspect is also present in Postmodernist fiction. 
However, in some of Swift’s novels, the time of the story often takes place outside the fabula. 

Consciousness may be dynamic, not static. Referring to postmodernism, Lodge (2002: 
91) states that “the individual self is not a fixed and stable entity, but is constantly being 
created and modified in consciousness through interaction with others and the world.” This 
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view is similar to Woolfs. In A Writer’s Diaiy, she wonders whether life is “solid” or 
“shifting”, connecting this aspect with identity and change: 

Now is life very solid or very shifting?... This has gone on for ever; will last for ever; goes 
down to the bottom of the world - this moment I stand on. Also it is transitory, flying, 
diaphanous... Perhaps it may be that though we change, one flying after another, so quick, so 
quick, yet we are somehow successive and continuous we human beings, and show the light 
through. But what is the light? 

Here we feel some dynamism, some change of state, even if we deal with an inner reality 
rather than with external dramatic and dynamic incidents. What gives the impression that the 
story is static in Woolfs novels? The subject does not move in space in the main fabula, 
while he presents the story from memory. In Woolf, the following aspects are pointed out: as 
Pasold claims (105), “the subject can remain fixed in space and its consciousness can move in 
time (time-montage)”; “time remains fixed, and it is the spatial element that changes (space- 
montage)”. Thus, the subject may not move in the main fabula, or otherwise there may be no 
movement at the level of time while the spatial element changes. The time referred to here is 
the time of the main fabula, which, just like the subject, remains fixed. The action in a 
traditional sense takes place in the presentation of characters’ memories of the past. One may 
also find a correspondent of this distinction at the level of the memories, meaning that the 
subject and time can be shown as fixed even in memories, as the subject may not remember 
something dramatic and dynamic, while some thoughts keep the external aspect static. 

If we take this aspect into account, Swift’s novels may be regarded as being more 
dynamic in the lyrical scenes where memories are shown. For instance, in Waterland, Crick’s 
story, as recomposed from his memories, is quite dynamic. There are lots of external action 
and external incidents. The same may be said about the story in Out of This World, Last 
Orders, Tomorrow, Wish You Were Here, The Light of Day, Ever After, Shuttlecock, and The 
Sweetshop Owner. When characters look back on the past, the story is presented to the reader. 
Lots of incidents are revealed through memories. It is up to the reader to make the 
connections between the incidents. The incidents are many and the plot is complex. It is true 
that the action in the main fabula may be quite simple in some cases. In The Sweetshop Owner 
or in Waterland , the action in the main fabula is simple. Characters just look back into the 
past, while in the present of the main fabula nothing much happens. The same may be said 
about The Light of Day or about Tomorrow. The main fabula presents a static situation, from 
which charactes go back in time or reflect on the present and on the past. 

The situation in the main fabula may involve little action and a limited setting. For 
instance, in Tomorrow, the setting is the interior, and Paula’s reflections occur at nighttime, 
possibly as she lies in her bed while her family is asleep. If the readers think of action in 
traditional terms, there is none in the main fabula. However, as the story is told through 
reflections and memories, incidents do occur. In The Sweetshop Owner, during the span of 
one day William remembers what has happened in the past, what has led to his current 
solitude. He is in conflict with his daughter Dorry. He expects her and wishes to see her but 
she does not come and he dies alone. Once again, not much happens in the main fabula and 
once again the setting seems restricted to the interior. However, the story is reconstructed by 
both William (and also by the lyrical monologues of the other characters, for whom there is 
no precise setting in the present of the main fabula) and the readers. In Waterland, the main 
fabula presents Crick in front of his students. The present situation prompts him to explain to 
them the importance of history, both public and private. Once again, the main fabula includes 
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mostly reflections. Crick’s mind goes back to his memories while he talks in front of his 
students. In The Light of Day there is a bit more movement and there are even external 
settings. George walks through the city of London, he talks to Rita, but he also reflects a lot 
and the dynamic action takes part in the fragments of his memories which make up the plot in 
the novel. Once the story is reconstructed, the reader may realize that, despite the way it is 
told or presented, there are lots of incidents and the action can be dramatic and dynamic at 
times. In Ever After, Unwin reflects a lot and the action seems to take place in the past, not in 
the present. However, there is, unlike in the previous novels, a rather dynamic element in Ever 
After, namely Unwin’s conflict with the Potters. Some scenes are present at the time of the 
main fabula, one of them being the scene where Unwin ironically parallels Katharine Potter’s 
attempt with acting like a character in a Medieval romance. The ironic element brings 
dynamism to the scene, together with the visual aspects of the external action. In Out of This 
World once again dynamism of action lies mostly in the past. Sophie’s lyrical monologue 
takes place in front of her therapist, in his office. Once again, this is a static, interior setting. 
However, there are certain external incidents which take place at the present of the main 
fabula, yet they are mostly implied and reconstructed. Sophie’s decision to see her father 
places her in the plane towards the end of the novel. In Last Orders and Wish You Were Here 
travelling takes place at the time of the main fabula, so the setting is no longer only static and 
interior. External incidents and characters move and have dialogue at the time of the main 
fabula. However, the main dynamic incidents take place mainly in the past, just like in the 
previous novels, and once again the plot is reconstructed by both characters and readers. 

In The Voyage Out, Night and Day, Jacob’s Room, To the Lighthouse, Flush, Orlando, 
The Waves, The Years, and Between the Acts, there is no such distinction between the 
situation in the main fabula and the situation in the characters’ memories. Perhaps it is 
because of this aspect that there is not at least the illusion of dynamism in the previous novels 
by Graham Swift. Since there is no return to the past, a past from where a dynamic action can 
be rebuilt, the readers are left with only a static situation at the time of the main fabula. It is 
only in Mrs. Dalloway that a similar situation to Swift’s novels may be found. The settings in 
the main fabula vary from interior to exterior. There are even walks through the city of 
London, and characters move in space in the main fabula. There is also the party at Clarissa’s 
place, where there is dialogue and movement. However, once again the real action seems to 
have taken place in the past and once again both characters and readers reconstruct it from the 
lyrical scenes. 

Thompson (2012) sketches the following plot structure for The Voyage Out: 
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The Euphrosyne’s voyage (Chapters 

1-6). 

• Beyond roads, gods, and mankind (VO 14-15) 

• Winter pilgrimage (VO 17) 

• Shrinking worlds (VO 17-18, 31,35) 

• Ship as island, silence of the voyage (55) 

• What does anyone m England know about the 
ocean? Why does one marry? (VO 23, 31,35) 

Parties (Chapters 10-14) 

•Changing (79) 

* The picnic into the mountains (80, 81) 
•Shrinking worlds and telescopic 
visions (83, 85) 

•Rachel looks ( 86-87) 

•The Dance (chapters 12-14) 


Profound thoughts 


• ...and sudden revelations 
(Chapters 15-19) 

The New World: Santa Marina, 

Buenos Aires (Chapters 7-9) 

• Santa Manna and Helen’s villa, the hotel (VO 

56, 57) 

• Rachel’s “care”: lookmg through windows 
(60-61,63, 64) 

• “bubbles” (69-70) 


A Final Voyage 
(Chapters 20-27) 

• The Jangle Expedition 

• Why does one marry? (TVO 
158) 

• Two roads image (TVO 157) 


This illustrates the way this novel differs in terms of structure from a traditional novel. One 
may notice the importance of various reflections, which coexist with more traditional scenes. 
External action is there, yet time seems expanded on various reflections, in the sense that 
reflections occupy quite a large amount of textual space and of the reader’s time. What is 
more, the conventions of the marriage plot, as critics have stated, are challenged. Rachel, the 
main character in the novel, does not marry; she dies. Night and Day has a structure which 
reminds the reader of a play or of a Jane Austen ki nd of plot. The focus is on the relationships 
of two couples. There is a dramatic feel to the novel, like in a play, at times. However, once 
again, non-narrative aspects do take over most of the textual space and reading time. The 
Years presents the history of a family over time. There are dramatic scenes with dialogue; 
some attention is given to external elements. However, once again, interior reality and non¬ 
narrative comments predominate. Orlando and Flush were called biographies, yet they are 
more like novels. They are not traditional biographies and, after all, not even realistic, since 
various fantastic elements take over at times, such as Orlando’s immortality and the way 
Flush, a dog, can tell his story. There are various dramatic scenes where external elements are 
present. Judging from the way the story progresses, it has, at times, a rather dynamic feel. 
Lots of incidents take place. Sometimes, suspense is present, such as in the scenes where 
Flush is kidnapped or during Orlando’s adventures. Once again, though, there are moments 
where non-narrative comments take over and occupy a large amount of the textual space. A 
dynamic element in Between the Acts is the preparation for the play. The play contains some 
ironic and quite dramatic scenes which bring the attention of the reader to the external aspect. 
However, the lyrical atmosphere is one of pessimism surrounding the feel of the upcoming 
war. This and other sombre reflections slow down the rhythm of the progression of the story. 

Affective narratology brings narratology deeper into the interpretation of narratives. 
The focus on emotion and affective response is significant in the lyrical novel. Astrid Erill, in 
Narratology and Cultural Memory Studies , believes that narratology can offer insight into 
memory studies, since storytelling, like memory, connects time levels (past, present, future): 

Storytelling is per definitionem an act of ‘memory’, in the broad sense proposed by Augustine, 
namely an act of connecting the temporal levels of past, present and future. Conversely, 
cognitive psychologists hold that acts of memory which belong to the episodic- 
autobiographical memory system (i. e. the memory of lived experience) can only be realized 
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by way of storytelling. At the heart of both autobiographic memory and narrative, then, lies a 
process which Paul Ricoeur describes as a ‘grasping together’ and ‘integrating’ “into one 
whole and complete story multiple and scattered events” (Ricoeur 1984: x). (Erill 2009: 213- 
214) 

The use of non-linear chronology has an artistic effect. In Swift, narrators go back to the past 
in an attempt to establish the connections between the past and the present, as well as the 
causes for various incidents and the present situation. In doing this, the characters return to the 
trauma. They also analyse and attempt to put together apparently disconnected, fragmented 
incidents, which become cohesive as they bring memory back into the discussion. 

Maya Rao (1997) details how the conception of cyclical time is illustrated in the story 
in the novel Waterland : As Crick tries to understand why his wife kidnaps a baby from a 
supermarket, he goes back to the past and remembers Mary’s abortion in their teenage years. 
He remembers the dead fetus which damaged Mary’s body and prevents her from having 
children at present. Rao concludes: 

Showing how "the history of the past is built in, directly and effectively, really, in the present" 
(Alphen, 210) this active connection between the past and present constructs time cyclically. 
(Rao 1997) 

This theory of cyclical time holds true, in fact, for all the narrators in Swift’s novels, who go 
back to examine the past in order to understand the present. Rao believes that: 

In response to Victorian linear time, Waterland [...] interweave[s] the past and the present to 
create cyclical time. Contrasting the linear time which constructs the past as dead, cyclical 
time makes the past come to life as an active force in the present. Swift structures Waterland 
cyclically by placing the past and present parts of his narrative in non-chronological order [...] 
(Rao 1997) 

Cyclical time is thus the result of the interweaving of past and present in the narrative. 
According to Rao, linear time “constructs the past as dead”, while cyclical time, represented 
by a non-linear narration, “makes the past come to life as an active force in the present”. Of 
course, this structure does not apply only to Waterland, but to all of Swift’s novels. The 
characters in all of Swift’s novels have the same view on time, and they tell the story by their 
lyrical monologues in a way which is based on the same principle as Crick’s. Woolfs novel 
Mrs. Dalloway is built on the same principle, by using the same concept of cyclical time. 
Together with the characters, the reader will try to understand the important influence of the 
past on the present. The reader is drawn to participate emotionally in the understanding of the 
past. Due to sympathizing with the characters, the reader will be motivated to share in their 
intense emotional experiences as well as their active investigation into the role of the past. 
Just as the characters rebuild their past, the readers rebuild the plot into a coherent story. 
Ricoeur confirms the view that plot has a shaping function: 

Ricceur's emphasis on the constructive role of plot, its active, shaping function, offers a useful 
corrective to the structural narratologists' neglect of the dynamics of narrative and points us 
toward the reader’s vital role in the understanding of plot. (Onega 1996: 255-256) 
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Ricoeur’s theories show the need for affective narratology, which emphasizes the way the 
reader’s emotional experience is shaped by the narrative structure and the way she participates 
emotionally in the story of the characters. 

Culler supports this view of “replotting” narratives when he talks about narrative 
competence: 

If narrative theory is an account of narrative competence, it must focus also on readers' ability 
to identify plots. Readers can tell that two works are versions of the same story; they can 
su mm arize plots and discuss the adequacy of a plot summary. It’s not that they will always 
agree, but disagreements are likely to reveal considerable shared understanding. (Culler 1980) 

The characters in the novels experience cyclical time. They also try to understand the present 
situation by going back to the past, and by attempting to find connections between memories. 
In this respect, characters and readers share the same task, which is of building (or rebuilding) 
a plot. 

Non-linear chronology shapes a tragic view of the world for the characters who try to 
find unity in a chaotic world. Its role is the following: to represent a fragmented reality, a 
fragmented experience of the characters, with fragmented memories, to represent traumatic 
experiences and intense emotional experiences, to represent the workings of memory, to 
represent affective memory, and to shape the experience of rhythm for the readers. Narrative 
rhythm in Postmodernism becomes “hasty and fragmented, frantic and verging on the 
incoherent. [...] it is by disrupting the correlation between fabula and story [...] that the novel 
achieves its postmodern feel” (Bal 1997: 110). Novels with non-linear chronology thus, by 
their structure, reflect a fragmented rhythm. This fragmented view of the world is also a 
common feature of Modernism and Postmodernism. Generally, while for Modernists such a 
fragmented view of life is regarded as tragic, it is an acceptable representation of reality for 
the postmodernists. In both Woolf and Swift the characters’ efforts go towards finding unity 
in their experience, so we can say that in their novels fragmentation is tragic. 

There are significant relations between Modernism and Postmodernism and the past. 
What is striking is that almost the same traditions are there in both Woolf and Swift 
(Victorianism, represented in the tragic mood, and Romanticism, present in the poetic mood 
and mixture of genres), and they work together in both to create the lyrical novel. Woolf and 
Swift are just two representatives of the influences of previous movements on their 
contemporary time. Perhaps the intertextuality might be regarded as having affective 
consequences on the readers. Past traditions are there as a background for understanding and 
expressing the characters’ emotional states. Intertextuality is used for more than just making a 
statement in contemporary novels about past traditions. It uses these traditions to create an 
emotionally and poetically charged setting. 

The analysis of the lyrical novel in Woolf and Swift brings to the attention of the 
reader the way these writers construct their novels. The elegiac, sometimes mournful or 
nostalgic, at other times nearly tragic aspect of their novels contributes, together with the 
Romantic tropes, to insight into a definition of the lyrical novel. Swift uses Woolfs 
techniques and he even takes them further. It is problematic to say what exactly constitutes a 
traditional plot and what exactly the readers understand by a traditional story. Woolf shocked 
her readers by her experimental technique. Yet why did this happen? Are her novels really 
that different from traditional ones? In fact, she did shape the readers’ perceptions of what she 
called the traditional novel in her essays. She defined her new type of novel in opposition to 
the traditional novel. Thus, she created expectations about previous novels and then 




193 


Iulian Boldea, Cornel Sigmirean (Editors) 

MULTICULTURAL REPRESENTATIONS. Literature and Discourse as Forms of Dialogue 
Arhipelag XXI Press, Tirgu Mures, 2016 
ISBN: 978-606-8624-16-7 
Section: Literature 


challenged them. The same has happened with Swift. He tells us that he is concerned with 
stories in an old-fashioned sense. This means that our expectations are for the fiction of his 
time to be different. He will thus stand out with his style. Critics such as Malcolm underline 
his lyricism and present him in opposition to other writers who are his contemporaries. Lea 
(2005: 6) tells us that Swift’s concern with ethics makes him an old-fashioned story-teller. 
Readers form expectations because of their conceptions of Modernism and Postmodernism. 

The readers’ expectations are challenged when a certain group of writers thwart their 
expectations associated with the respective movement or cultural context. However, even a 
lyrical poem contains a story and readers must contribute by the common process of 
understanding a story. The process of understanding rebuilds the story and its plot. Readers’ 
perceptions can be tricked to the extent that they come to question the borders between lyrical 
and narrative modes and even between genres. Is it all an illusion? We can ask ourselves this 
question once we notice that the definition of the novel has always been one that includes 
anything. The writing of a novel is about the predomination of a certain mode. It is all a 
matter of degree. Yet the effect on the reader is, without a doubt, very powerful. The readers’ 
interpretations and reactions go beyond the very form of the story, or of the novel. Their 
reactions and interpretations go even beyond what Stanley Fish called “interpretive 
communities”. At times, for instance when they read the moments of vision in Woolf or 
Swift, the readers forget they are reading a novel. They feel as if they are reading poetry and 
their perception is taken over by this illusion. Identifying previous literature in Woolf and 
Swift - and indeed, they often use the same pieces, from writers of the Romantic era or from 
Shakespeare - helps explain the readers’ reactions. It all started with Woolfs theory, and to 
this we add this theory of illusion, of emotional reactions of the readers. Among the first 
readers to express their perception of the lyrical novel was Lytton Stratchey who wrote to 
Woolf that her novels looked very much like poetry. Woolf herself had thought of calling her 
new type of novel “elegy”. This thesis shows that the lyrical mode predominates as it is 
constructed through the use of previous literature associated with lyric poetry. 
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Iulian Gabriel Hrusca 

Assist. PhD, "Al. loan Cuza” University of Iasi 


Abstract: The notion of humanitas, born in the cultural context of the Scipionic Age and further 
developed by Cicero and Seneca, sublimates and revives the Hellenistic concept of paideia, of 
education of the human spirit through the cultivation of philosophy and science. Humanitas is the 
basis of political and philosophical reflections of Cicero and Seneca. Cicero and Seneca marked 
through the idea of humanitas the European cultural tradition. 


Keywords: humanitas Romana, homo/humanus, dementia, otium, human rights 


Intr-o formula lapidara, abordam conceptul de humanitas Romana prin examinarea 
mai multor aspecte legate de modul in care aceasta nopunc a fost teoretizata in tratatele lui 
Cicero §i ale lui Seneca. Stratagema romana are in uzanpi compilarea principiilor grecescului 
philanthropia §i combinarea lor cu valorile traditionalc romane. Produsul care a rezultat, 
humanitas, s-a oglindit in literatura prin operele lui Terentius, Vergilius sau Ovidius, capatand 
o latura practica fructificata de legi §i procese, dar s-a amendat in teorie de-abia prin tratatele 
elaborate de Cicero §i Seneca. 

Cicero incearca sa-i concureze pe greci in ceea ce priveste aplecarea spre filosofie si 
isi propune chiar sa „rapeasca” de pe capetele inteleptilor greci laurii fdosofiei si sa-i transfere 
la Roma (Tusc. Disp., II, 2). Prin indemnul la otium, la bios theoretikos, arpinatul 
intentioneaza sa ofere o altemativa pragmatismului roman prin cultivarea filosofici: 

Aceasta complementaritate dintre aspectul pragmatic yi contemplativ al viefii 
intruneyte, in opinia lui Cicero, premisele realizarii conceptului de humanitas. 1 


1 Marcus Tullius Cicero, Despre divinafie, traducere de Gabriela Haja §i Mihaela Paraschiv, studiu introductiv §i 
note de Mihaela Paraschiv, Ia§i, Editura Polirom, 1998, p. 10. 
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Seneca, mai tarziu, avea sa recomande activitatea publica numai in masura in care 
aceasta nu intra in conflict cu principiile doctrinei stoice §i nu impiedica realizarea 
dezideratelor conceptului de humanitas Romana? 

N-am grcsi dace, lasandu-ne condusi de cutuma imparpalitapi, evocam adevarul 
potrivit caruia, conceptul de humanitas a reprezentat timp de peste doua tnii de ani 
fundamentul culturii §i cunoastcrii. Anticii au disociat in aria semantica a conceptului de 
humanitas o latura psiho-morala, consolidate pe omenie, bunatate, mile, dar §i o latum 
cultural-filosqfica, bazata pe instrucpc, educate si culture. Humanitas Romana sta la temelia 
reflccpilor politice ale lui Cicero. Datorita acestui concept, teoria politica a arpinatului capata 
profunzime: 

Cicero are in vedere conotafia politica §i utilitatea practica, moral-sociala, a 
meditafiilor sale. Astfel el faurepe o filozofie manifest romana, dependents de pragmatismul, 
de constructivismul, de antropocentrismul roman, dar §i de ritualism §i de contractualism. 
Metavalori ca „lealitatea”, fides, §i ,,pietatea”, pietas, se afla constant in centrul 
preocupdrilor arpinatului. Toate marcile etnostilului roman §i ale epoch se regasesc in 
substanfa demersului Ciceronian. Omul ip faurepe propriul destin, insa stabilepe un contract 
cu zeii §i respecta riturile. Concomitent, in structura de adancime a enunfurilor ciceroniene, 
regasim ofericita imbinare intre humanitas §i urbanitas? 

Nopunca de humanitas Romana, nascuta in contextul cultural filo-elen al Scipionilor 
§i ulterior dezvoltata de Cicero sau de Seneca, sublimeaza §i reinvie conccppa elenistica a 
cducatici spiritului uman prin cultivarea filosofiei si ^tiintci, tragandu-si seva, astfel, din 
paideia greceasca. Din perspective semantice si istorice, conceptul de humanitas Romana 
comporte trei faze diferite: intr-o prime faze, termenul de humanitas nu era incd utilizat; 
adjectivul humanus era folosit, dar in ceea ce prive§te comportamentul uman, se referea mai 
mult la valori tradiponalc precum gravitas §i severitas. In a doua faze, valcrgclc psiho-socio- 
rnorale §i cultural-filosofice ale notiunii de humanitas erau atat de evidente, nu in ultimul rand 
grade lui Cicero, incat substantivul humanitas a fost creat 2 3 4 , fiind o constructic tipic latind §i 
nu o translape fruste a termenilor philanthropia sau paideia. Humanitas Romana tine de un 


2 V. G. Gu(u, Lucius Annaeus Seneca. Vi a [a, timpul §i opera morald , Bucuresjti, Editura §tiin(ifica, 1999, p. 229. 

3 V. Eugen Cizek, Istoria literaturii latine, Editura Societatea „Adevarul” S. A., Bucure^ti, 1994, p. 197. 

4 Acest termen apare pentru prima data in tratatul de retorica Ad Herennium (87 a. Chr.). A doua sa atestare ar fi 
la Cicero, care folose^te acest cuvant pentru a descrie format!a unui orator desavarpt (81 a. Chr.). 
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complex de valori distincte §i severe care au facut parte din codul de conduita al unui cetacean 
roman si sunt practic intraductibile in limba greaca: pietas (care este diferita de eusebeia), 
moravurile/ mores (care nu se suprapun exact peste etosul grec ) §i dignitas, gravitas, 
integritas, dementia, aequitas, lenitas, mansuetudo, moderatio, indulgentia, iustitia, fides §i 
a§a mai departe. 5 Ideea de humanitas subsumeaza toate aceste valori, universalizandu-le. 

O parte din valcntele conceptului de humanitas Romana creionate mai sus apar intr-un 
context istoric marcat de esen(iale prefaced: secolul al doilea a. Chr. Tocmai in aceasta 
perioada de modificari a mental ita(ilor Romei, se coaguleaza primul cere cultural politic, cel 
al Scipionilor. Scipio Aemilianus, persoana cea mai influenta a cercului, a fost protectorul si 
prietenul istoricului grec Polybius sau al filosofului Panaetius ori al intelectualului Gaius 
Laelius, de care era nedespartit. Scriitori precum Ennius, Lucilius §i Terentius au frecventat 
acest cere, deja intrezarindu-se in operele lor idealul scipionic de humanitas. Multe idei 
vehiculate in cadrul cercului Scipionilor vor fi, mai tarziu, preluate si nuantatc de Cicero. Spre 
exemplu, Polybius observase ca Republica Romana a re us it sa intruchipeze, intr-una din 
formele posibile, idealul amalgamarii a trei tipuri de stat, respectiv democrat a, monarhia, 
aristocratia, fapt singular pana atunci in istorie. Humanitas Romana intervine, in aceasta 
ccua(ic, mai ales in calitate de catalizator al componentei democratice. Combinatia celor trei 
regimuri este privita ca un fapt salutar de Polybius datorita avantajelor pe care o astfel de 
Constitute mixta le reprezenta: evitarea ciclului nedorit de succedare a regimurilor politice si 
ca§tigarea durabilita|ii peste timp. Subiectul constitu(ici mixte, care isi are radacinile in 
reflec(iile filosofilor Aristotel §i Dicearh §i care a fost, ulterior, evocata de Polybius, este 
reluat §i aplicat rcalitatilor romane de catre Cicero atunci cand arpinatul mediteaza asupra 
constitu(ici optime §i asupra idealului de aequitas §i de humanitas. Cicero considera ca legile 
nu trebuie aplicate rigid, fiindca legea umana trebuie sa se sprijine pe dreptul natural. 6 
Punerea in aplicare a unei legi intr-un mod format, nemilos, in incongruence, cu ratiunca care ar 
trebui sa guverneze justi(ia, conduce la inechitate - summum ius, summa iniuria - §i la 
departarea de idealul de aequitas si de humanitas. 

Rcllcctii de asemenea natura asupra constitu(ici optime au aparut in urma 
con§tientizarii slabiciunilor pe care, separat, un regim politic le poate avea. Monarhia poate 


5 W. Schadewaldt, Humanitas Romana, in Aufstieg und Niedergang der romischen Welt 1, 4, 1973, pp. 43-62. 

6 V. Eugen Cizek, op. cit., supra nota 4, p. 184. 
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degenera in tiranie, a§a cum se intamplase in cazul regilor Romei, aristocrapa poate genera 
preluarea puterii de catre grupari §i cercuri de interese egoiste §i se poate transforma in 
oligarhie, iar democrapa poate conduce la dezordine, la coruppe, la lipsa unor reguli precise, 
la demagogie, la ohlocrape. 7 In acest fel, cetaple sunt sortite unei instabilitap permanente care 
duce la slabirea lor §i, in cele din urma, la cxtinctia acestora. Pentru a evita o astfel de 
degradare, care implied trecerea nedorita si perpetua de la un regim la altul, Polybius lauda 
Constitupa mixta, care este menita sa asigure durabilitate in timp statului roman. Constitupa 
romana, evidenpaza Polybius, intruchipeaza idealul Constitupei mixte pentru ca elementul 
monarhic (consulii) se imbina armonios cu elementul aristocratic (Senatul) si cu elementul 
democratic (poporul). Mai tarziu, Cicero avea sa nuan(czc ideea, reliefand in De republica, 
considerat cel mai important tratat de politologie Ciceronian si asemanator lucrarii rio/.nda a 
lui Platon, ca o asemenea cetate, cea pe care Scipio o recunoape mjurul lui, poate fi eterna, 
mtrucat nu este condamnata la o moarte naturala . 8 Elogierea constitupei romane de catre 
Polybius sau de catre Cicero nu reprezinta manifestarea unui entuziasm nepotrivit. In lumea 
mediteraneana din timpul lui Polybius sau a lui Cicero, aflata, in general, sub dominapa 
monarhiilor absolutiste, forma democratica de guvernamant, altadata aparata cu indarjire de 
numeroase cctap grcccsti, devenise de domeniul trecutului. in aceste vremuri, de§i romanii 
incrcdintascra puterea unei minoritap, totu§i isi schimbau §i i§i realegeau anual conducatorii §i 
permiteau anumite masuri de control din partea poporului 9 , atestand prezenta elementelor 
democratice in ambianta Republicii romane. Asadar, traseul Romei parea sa fie unul din cele 
mai potrivite §i stabilit o data pentru totdeauna pe calea Constitupci mixte. Cu toate acestea, 
dcsi ordinea sociala si politica a Romei republicane a combinat avantajele celor trei regimuri 
politice fundamental mentionatc, Constitupa mixta romana nu a supraviefirit. In anul 27 a. 
Chr., instaurarea Principatului de catre Augustus, cu alte cuvinte instaurarea monarhiei si a 
unui singur regim politic, reprezinta sfanptul armonioasei Constitupi mixte a Republicii 
romane §i face din nou posibila reluarea ciclului nedorit de schimbare a unui regim cu altul, 
incluzand aici si pericolul degenerarii monarhiei in tiranie, ceea ce, partial sau temporar, se si 
petrecu in timpul unor imparati. Cu toate acestea, destramarea Constitutici mixte romane nu 


7 V. Gerardo Zampaglione, The Idea of Peace in Antiquity, tradusa in limba engleza de Richard Dunn, University 
of Notre Dame Press, Notre Dame, 1973, pp. 141-142. 

8 Eugen Cizek, op. cit., supra nota 4, p. 183. 

9 Gerardo Zampaglione, op. cit., supra nota 8, p. 142. 
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inseamnS totala neimplinire a dezideratelor membrilor cercului Scipionilor, printre care se 
numSrau Polybius si Panaetius, sau totala neconcretizare a viziunii politice a lui Cicero care 
preconiza convertirea formulei concordia ordinum in consensus universorum bonorum/ 
consensul tuturor celor buni in vederea includerii printre „cei buni” a intregii elite a statului 
roman, printre care sS se numere chiar §i liberiii. 10 Teoria politics a lui Cicero pleda pentru o 
politics bazatS pe morals, tot a§a cum §i Seneca se va focaliza pe aspecte morale in filosofia 
sa, dreptul fund in concordant cu etica, iar legea umanS in acord cu legea naturalS: 

Doctrina politica a lui Cicero implied de fapt concepfi aristotelice §i stoice, precum §i 
inflexiunile propuse de unul dintre dascalii arpinatului, Antiochos din Ascaion, dar mai ales 
un platonism fundamental. Chiar titlurile operelor de politologie ciceroniana trimit la Platon. 
Acesta din urma scrisese Politeia, Cicero va scrie tot ,,Despre stat”, De republica. Platon 
alcatuise „Legile”, Nomoi, Cicero va redacta „Despre legi”, De iegibus. [...]Cicero nu 
vehiculeaza o ,,cetate”, (polis) ideaia, ci una concreta, cea a lui Romulus, pe care o vrea 
perfeefionata dupd modelul republicii scipionice. ” n 

Componenta dementia a conceptului de humanitas Romana a fost tratatS atat de 
Cicero cat si de Seneca. Cu toate acestea, fat de Cicero, Seneca abordeazS cu preponderant 
virtutea dementi, acest lucru explicandu-se prin important pe care dementia o capStS in 
perioada imperials a Romei. DupS disparitia Republicii Romane, conceptul de humanitas a 
inceput sa fie insol.it din ce in ce mai mult de dementia, care a devenit o virtute cardinals a 
impSratului si un principiu juridic. AceastS transformare isi gascstc rSspuns intr-un fenomen 
specific perioadei imperiale: impSratul este progresiv personificat ca o sursS a drepturilor 
omului. 12 Personificarile §i abstraciiunile romane vin pe filiera greaca. Grecii obi§nuiau sa dea 
forma umana fenomenelor, conceptelor §i chiar peisajelor. De§i romanii, la inceput, nu aveau 
o religie antropomorfa, cu timpul, sub influent greaca au adoptat rituri si conceptualizari 
antropomorfe. Imparatii romani vor mcnl,inc obiceiul de a personifica §i de a abstractiza, in 
zona imperials reunindu-se virtu(i precum humanitas, dementia, iustitia, liberalitas, lenitas si 
altele. 13 


10 Eugen Cizek, op. cit., supra nota 4, p. 181. 

11 Ibidem , pp. 182-184. 

12 Richard A. Bauman, Human Rights in Ancient Rome, London, Routledge, 2000, p. 67. 

13 Niels Hannestad, Monumentele publice ale artei romane, vol. II, traducere §i postfa(a de Mihai Gramatopol, 
Bucurefjti, Editura Meridiane, 1989, p. 79. 
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In ceea ce privcstc aplicarea drepturilor omului, humanitas trece aproape in plan 
secund in detrimentul componentei dementia §i nu are totdeauna un impact similar pe scena 
romanS ca in perioada republicans, de§i metamorfozSri ale conceptului §i progrese, pe 
anumite paliere, se intalnesc in continuare. 14 

intr-o mSsurS destul de mare, dementia, care poate fi regSsitS la orice om, dar care, 
totu§i nimSnui nu-i este mai potrivitS decat unui rege sau unui conducStor (Sen., De clem., HI, 
I), nu reprezintS altceva decat o virtute aflatS sub cupola conceptului de humanitas, o valoare 
care potenfeazS ideea de humanitas. Referitor la relafia dintre humanitas si dementia, s-ar 
putea spune ca, acolo unde humanitas ar fi, mai degrabS, predispozifia inculcatS prin filosofie 
§i prin culturS de a face ceea ce este corect, cu alte cuvinte de a face ceea ce ar trebui sS facS o 
fiintS umanS instruitS si civilizatS, exponents preponderent a urbanitStii, in fine, in aceastS 
relatie, dementia ar fi actul in sine. 15 

dementia poate fi privitS ca o rami fi cat ic a conceptului de humanitas. AceastS virtus 
servea nevoilor propagandistice ale impSratului, care o prezenta ca fund una din insusirile sale 
speciale. Acest mesaj era propagat, pe de o parte, prin decrete, prin reprezentSrile de pe 
rnonede sau prin imagistica monumentelor publice, §i, pe de altS parte, prin actele de elements 
fScute fa(S de cei care urmau sS fie pedepsifi. 16 

dementia Caesaris precedS perioada Principatului, aceastS virtute imperials fScandu- 
§i aparitia, pentru prima datS, in timpul dictaturii lui Julius Caesar. Pentru contemporanii sSi, 
elementa lui Caesar era proverbialS, cel putin dupS incheierea rSzboiului civil. Fircstc, 
elementa lui Caesar, atat de evidentS, a fost subiectul multor analize. Indiferent dacS a fost 
mimatS sau nu - presupunem de exemplu ca, vorbind in ale sale Commentarii despre sine 
insusi la persoana a Ill-a, Caesar mimeaza obiectivitatea - elementa dictatorului Caesar §i-a 
fScut rcsimtitS prezenfa §i a influenfat acfiunile multor impSrafi romani care i-au succedat. In 
mitologia romanS, dementia este zeifa iertSrii si a milei. In anul 44 a. Chr., Caesar este vizat, 
de exemplu, de cStre Senat, prin ridicarea unui templu in cinstea zeifei dementia. 

Cicero face mai multe referiri la elementa lui Caesar, in funcfic de momentul istoric, 
oglinde§te atitudinea elements a lui Caesar favorabil sau defavorabil. Cu toate acestea, cel mai 
mult se apropie de subiect Seneca, care i§i dezvoltS ideile referitoare la drepturile omului, la 


14 V. Richard A. Bauman, op. cit., supra nota 13, pp. 67-86. 

15 Richard A. Bauman, op. cit., supra nota 13, p. 68. 

16 Ibidem, p. 75. 
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conceptul de humanitas §i la dementia Caesaris in trei tratate: De dementia, De ira §i De 
beneficiis, precum si in Epistulae morales. 

in partea a treia a tratatului De dementia, cap. I., Seneca poziponcaza dementia 
printre insusirilc care deriva din humanitas: 

Dintre toate virtufile, nici una nu i se potrive§te mai bine omului, pentru ca nici una 
nu este mai umana. (E. L., p. 119) 17 

Seneca delineate clemen^a in mai multe variante: 

Clemen (a este infranarea sufletului cand are puterea de a pedepsi sau mgaduinfa unui 
om maiputernic, atunci cand trebuie sa pedepseasca un altul, supus lui (E. L., p. 117) 
sau: 

se poate numi clemenfa inclinarea sufletului spre mgaduinfa atunci cand trebuie sa se 
dea o pedeapsa. (E. L., p. 118) 
sau: 

demen(a este un act de cumpatare prin care pedeapsa datorata §i meritata se amana 
pentru o vreme. [...] Dar tofi sunt de acord ca clemenfa este aceea care inclina spre 
micgorareapedepsei care ar fipututfi fixata pe bund dreptate. (E. L., p. 118) 

De dementia este un adevarat manifest politic, un discurs-program destinat noului 
principe is , prin care Seneca intcnpona sa-1 sensibilizeze pe Nero, sa-i insufle principii stoice 
si sa-1 metamorfozeze intr-un veritabil imparat-filosof. Seneca, pe baza doctrinei stoice, face 
distincpi intre cateva nofiuni morale, care ar parea inrudite, dar pe care Seneca le denun (a 
ca fiind confuzii primejdioase: clemenfa fi mila pe de o parte, severitatea fi cruzimea pe de 
alta} 9 Asadar, clemenfa nu se opune valorii traditionale de severitas, ci cruzimii ( saevitia, 
atrocitas animi), in timp ce mila ar fi panta pe care, in mod nedorit, ar putea aluneca 
clemenfa: 

Nepricepufii socotesc asprimea (severitas) contrariul clemenfei; dar nici o virtute nu 
se opune altei virtufi. Care este agadar contrariul clemenfei? Cruzimea care nu este nimic 


17 Pasajele din tratatul De dementia, in traducerea Elenei Lazar, sunt preluate din Lucius Annaeus Seneca, 
Scrieri filosofice alese, antologie, pret'ata §i tabel cronologic de Eugen Cizek, traducere de Paula Bala§a, Elena 
Lazar, Nicolae Mircea Nastase, Svetlana Sterescu, Bucure^ti, Editura Minerva, 1981. Pentru a desemna aceste 
fragmente, vom folosi E. L. 

18 Pierre Grimal, Literatura latina, traducere de Mariana §i Liviu Franga, note suplimentare §i cuvant inainte de 
Liviu Franga, medalion biografic Pierre Grimal de Eugen Cizek, Bucure^ti, Editura Teora, 1997, p. 311. 

19 G. Gu(u, op. cit., supra nota 3, p. 258. 
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altceva decat violenfa sufletului (atrocitas animi) atunci cand da pedepse. [...] Caci noi 
in fe legem prin cruzime lipsa stapanirii de sine in momentul aplicdrii pedepsei. Putem sa 
spunem ca aceasta e mai mult decat cruzime, e salbaticia, careia ii place sa faca rau de 
dragul raului. (E. L. p. 118) 

in componenta humanitas regasim §i ideea de moderate, de masura in toate actiunilc 
umane. Celebra formula horatiana „est modus in rebus ” (Hor., Satirae, 1,1, 106) a devenit o 
constanta a atitudinii romane in fata viefii si vizavi de ccilalp si acest lucru nu s-a intamplat 
fara influenza conceptului de humanitas Romana, implantat in mentalul roman in secolul II a. 
Chr. Moderafia, promovata la Roma inca din timpul cercului cultural al Scipionilor, ai carui 
adepti se straduiau sa modereze viziunea tradifionala austera a vechilor romani, infiltrand la 
Roma fdosofia greceasca si cultivand gustul pentru echilibru §i cumpatare, ajunge sa joace un 
rol important si in tratatul despre clemenfa al lilosofului Seneca: 

To tipi, nu trebuie s-o faci de prea multe ori p fara socoteala. Acolo unde nu mai 
exista deosebire intre rai §i buni, urmeaza dezlanfuirea viciilor §i confuzia. Astfel, trebuie 
pastrata masura pentru a deosebi firile ce pot fi vindecate de cele aflate intr-o situafe 
desperata. [...] Da dovada de cruzime cel care iarta pe to(i de-a valma, cat §i cel care nu 
iarta pe nimeni. Trebuie sa urmdm o cale de mijloc. (E. L., p. 114) 

in general, conturarea ideii de dementia Caesaris operata de Seneca se inscrie in 
conceplia stoica despre pedeapsa si in parametrii de baza ai nopunii de humanitas Romana. 
Stoicii credeau ca sanctiunile penale ar trebui sa fie definite cu exactitate de lege si ar trebui 
sa fie intotdeauna exact as a cum sunt definite, fara a face concesii in cazul unor circumstance 
agravante sau atenuante. De aici ideea ca severitas, ea insap o virtute, ar exclude sentimente 
de tipul unor intristari sau a unor milostenii necumpatate si nejudecate, care umbresc 
adevarata fafa a ideii de humanitas. Marea transfonnare pe care o aduce Seneca in cazul 
aplicarii sancpunilor penale, difcrcntiindu-sc de filosofii stoici anteriori, este redefinirea 
modului in care se aplicau pedepsele. Poena legis, a§a cum o prevedea sistemul judiciar 
roman, nu permitea pana la Seneca aplicarea discrctionara a pedepsei. 20 

Modul in care Seneca a teoretizat conceptul de humanitas Romana in tratatele sale ne 
demonstreaza predominanta moralei in sistemul filosofic al cordubanului: 


20 Richard A. Bauman, op. cit., p. 70. 
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Seneca considera ca universal arfi cea mai ampla fiin)a (animal), populata de diverse 
individualitafi (naturae). Evolipia universului n-ar implica o intervenfie divina permanenta, 
ci s-ar realiza mai ales pe baza unui mecanism de autoreglare, fundat pe unitatea unui corp 
imens - cosmosul -, caruia i s-ar subordona altele mai mici. O solidaritate funciara ar 
caracteriza universul: «sunt membre ale unui corp mare. Natura ne-a facut inrudifi intre noi, 
pentru ca ne-a n as cut din aceleayi elemente §i cu aceleayi feluri». (Ep., 95, 52). 21 

Solidaritatea care caracterizeaza universul, caci toti suntem parti ale aceluiasi trap, ale 
omenirii, i§i are radacinile in ideea de humanitas, iar prin reliefarea acestei idei Seneca 
revigoreaza, totodata, principiile conceptului. 

Cicero §i Seneca au marcat, prin ideea de humanitas, cursul tradipci culturale 
europene. Mereu dupa aceea, filosofia §i cunoa§terea au depins de directiile imprimate, in 
sensul unei emotionante humanitas, de cei doi filosofi antici latini. 
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THE WAR NOVEL, A MODERNIST AND POSTMODERNIST 
REPRESENTATION BASED ON HISTORY AND FICTION 
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Abstract: Linking a number of modernist and postmodernist literary texts and the attending cultural 
contexts in which they were produced, the present article starts from the assumption that fiction is 
somehow involved in modernist texts featuring crisis, conflicts and war situations, as well as in 
postmodernist literary works. 

Critics have tried to demonstrate that the war novel has always been a mixture of parody and history, 
metafiction and politics, sometimes shocking even for the critics and it seems that it has always been 
both fictional and worldly in its engagement with realistic representation of the present and of the 
historical past. 

Referring to books such as Joseph Heller’s “Catch-22”, Kurt Vonnegut’s “Slaughterhouse-Five” or 
Brian McHale’s “Postmodernist Fiction ”, the hereby article comes to highlight the boundaries 
between postmodernist and modernist aspects as well as between fact and fiction. 


Keywords: fiction, metafiction, modernism, postmodernism, war novel 


Fiction, like photography, has been firmly rooted in realist representation. However, 
since fiction’s reinterpretation in modernist formalist terms, both fiction and photography are 
now in a position to confront both their documentary and formal impulses in various ways. As 
far as war fiction of a postmodernist denomination is concerned, this will become one major 
preoccupation: how can a text be obviously self-reflexive and at the same time engage in a 
challenging manner with the power of the real and the authentic? A good artistic illustration 
of this might be Vonnegut’s Slaughterhouse-Five, which combines in special ways actual war 
experience and highly metafictional postmodernist experimentation, involving at the same 
time a reconsideration of such cultural landmarks as the hero, history, war and war narratives. 
Documentary historical actuality meets formalist self-reflexivity and parody, creating special 
effects and requiring special responses from various audiences, not necessarily contemporary 
with the initial publication of the text, or with the fictional world depicted within it. At this 
stage in the development of war fiction, a study of representation becomes, not so much a 
study of mimetic mirroring, but an exploration of the way in which narratives and images 
shape how readers see themselves and how they construct their notions of their own identity 
in relation to the grim realities, and fictions, of whatever war stands for. 




205 


Iulian Boldea, Cornel Sigmirean (Editors) 

MULTICULTURAL REPRESENTATIONS. Literature and Discourse as Forms of Dialogue 
Arhipelag XXI Press, Tirgu Mures, 2016 
ISBN: 978-606-8624-16-7 
Section: Literature 


How do the countercultural audiences of the 1960s, for example, define themselves in 
relation to heroism and war narratives by their response to such books as Joseph Heller’s 
Catch-22 or the above-mentioned Slaughterhouse-Five 1 ? The documentary value of such 
wildly postmodernist war novels as Heller’s Catch-22 or Vonnegut’s Slaughterhouse-Five 
(one should not forget the fact that both authors saw action in WWII in special, peculiar ways) 
challenges the ideological underpinnings of both the high-art documentary feature of 
modernist photography and the mass (advertising, newspapers, magazines) and popular 
(snapshots) cultural photographic forms surrounding them in the culture in which they 
reached their readers. That quality moves out of the hermeticism and narcissism that is always 
possible in postmodernist metafiction and into the cultural and social world, a world which 
was bombarded daily with photographic images of the Korean War, for Heller as he was 
writing his novel, with the Vietnam War, as Vonnegut was slowly, painstakingly completing 
his anti-war narrative. In postmodernist war/anti-war fiction, too, the documentary impulse of 
realism meets the problematizing of reference seen earlier in self-reflexive, metafictional 
modernism. Postmodern narrative is filtered through the history of both, bringing together the 
question of representation and its politics, to come back to Linda Hutcheon’s theory of the 
politics of postmodernism in her seminal 1989 book. 

In his book, Postmodernist Fiction, Brian McHale points out that every critic 
‘constructs’ postmodernism in his or her own way from different perspectives, none more 
right or wrong than the others. The point is that all are ‘finally fictions.’ He goes on to say: 

Thus, there is John Barth’s postmodernism, the literature of replenishment; Charles 
Newman’s postmodernism, the literature of an inflationary economy; Jean-Fran 9 ois 
Lyotard’s postmodernism, a general condition of knowledge in the contemporary 
informational regime; Ihab Hassan’s postmodernism, a stage on the road to the 
spiritual unification of humankind; and so on. There is even Kermode’s construction 
of postmodernism, which in effect constructs it right out of existence. 1 
To this, one could add McHale’s ontological “dominant” in reaction to the epistemological 
‘dominant’ of modernism, as well as the above-mentioned version of Fredric Jameson’s 
postmodernism, the cultural logic of late capitalism. Linda Hutcheon adds to the list Jean 
Baudrillard’s postmodernism, in which the simulacrum rejoices over the body of the deceased 
referent; Kroker and Cook’s (related) hyperreal dark side of postmodernism; Sloterdijk’s 
postmodernism of cynicism or ‘enlightened false consciousness’; and Alan Wilde’s literary 
‘middle grounds’ of the postmodern. 2 

As Hutcheon states further on, postmodernism aims to be accessible through its clear 
and self-conscious parodic, historical, and reflexive forms, being in this way an effective 
force in the contemporary culture that she considers. Its special, complicitious critique places 
the postmodern within both economic capitalism and cultural humanism - two of the major 
dominants of much of the western world, in her opinion. 3 

The same sort of questions about the complicity that accompanies the challenges of 
postmodern art has been asked of postmodern theory. Are Derrida’s, Lacan’s, Lyotard’s, 
Foucault’s theories entangled in their own de-doxifying logic? Each of these theoretical 
perspectives can be argued to be deeply - and knowingly - implicated in that notion of center 
they attempt to subvert (power for Foucault or writing for Derrida). It is this paradox that 


1 Brian McHale, Postmodernist Fiction , New York: Routledge: 1987, p. 4. 

2 Linda Hutcheon, The Politics of Postmodernism, 2nd edition, New York: Routledge, 2002, p. 11. 

3 Ibid., p. 12. 
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makes them postmodern. Teresa de Lauretis has put the case of the feminist version of this 
paradox in terms of the ‘subject of feminism,’ as it is being constructed in feminist discourse 
today, being both inside and outside the ideology of gender - and aware of the double pull. 4 

Narrative representation - fictive and historical - comes under similar subversive 
scrutiny in the paradoxical postmodern form which Hutcheon calls ‘historiographic 
metafiction. ’ Perhaps, as Lennard Davis has stated in his book stressing the importance of 
ideology in fiction, 5 the novel has been inherently ambivalent since its inception: it has always 
been both fictional and worldly in its engagement with realistic representation of the present 
and of the historical past. 

If this is considered to be like this, then postmodern historiographic metafiction 
merely foregrounds this inherent paradox by having its historical and socio-political 
grounding sit alongside its self-reflexivity. Postmodern critics have also noticed a mixture of 
parody and history, metafiction and politics, sometimes shocking even for the critics (see the 
reception by some of Vonnegut’s Mother Night). This particular combination is probably 
historically determined by postmodernism’s conflictual response to literary modernism. 

On the one hand, Huyssen thinks, the postmodern obviously was made possible by the 
self-referentiality, irony, ambiguity, and parody that define much modernist art, as well as its 
explorations of language and its challenges to the classic realist system of representation; on 
the other hand. Also, postmodern fiction has come to contest the modernist ideology of 
artistic autonomy, individual expression, and the deliberate separation of art from mass 
culture and everyday life. 6 

Dealing with the political ambivalence of the postmodern, Hal Foster identifies two 
kinds: one, a postmodernism of resistance, and the other, of reaction, one poststructuralist and 
the other neoconservative. 7 The postmodern project actually includes both Foster’s types: it is 
a critique both of the view of representation as reflective of reality and of the accepted idea of 
‘man’ as the centered subject of representation; but it is also an exploitation of those same 
challenged foundations of representation. Linda Hutcheon mentions a certain postmodern 
representational paradox: postmodern texts point to the “opaque nature of their 
representational strategies and at the same time to their complicity with the notion of the 
transparency of representation - a complicity shared, of course, by anyone who pretends even 
to describe their “de-doxifying’ tactics”. 8 

To Hutcheon, historiographic metafiction represents not just a world of fiction, 
however self-consciously presented as a constructed one, but also a world of public 
experience. The difference between this and the realist logic of reference is that here that 
public world is rendered specifically as discourse. ‘How do we know the past today?’, 
Hutcheon continues her interrogation of narrative representation, which also applies to the 
postmodernist anti-war texts under discussion in this dissertation. We know the past through 
its discourses, through its texts, through the traces of its historical events: the archival 
materials, the documents, the narratives of witnesses...and historians. Postmodern fiction 


4 Teresa Delauretis, Technologies of Gender: Essays on Theory, Film, and Fiction, Bloomington: Indiana University Press, 
1987, p. 10. 

5 Lennard Davies, Resisting Novels: Ideology and Fiction, Methuen, Inc., 1987, p. 225. 

6 Andreas Huyssen, After the Great: Divide Modernism, Mass Culture, Postmodernism, Indiana University Press, 1986, p. 
53-54. 

7 Hal Foster, Postmodern Culture, Pluto Press, 1985, p. 121. 

8 Linda Hutcheon, The Politics of Postmodernism, 2nd edition, New York: Routledge, 2002, p. 17. 
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contributes to this knowledge, making overt the processes of narrative representation, of the 
real or the fictive and of their interrelations. 9 

This is not considered to be a blurring of boundaries between fact and fiction, but 
more a hybrid, where the borders are kept clear, even if they are frequently crossed. 
Vonnegut’s impact did not lose from its hybrid nature; its metafictionality only increased its 
appeal, in addition to the ‘documentary iceberg’ lurking beneath its postmodernist surface. 
Should one use Hutcheon’s concept of historiographic metafiction to apply to such novels as 
Mother Night or Slaughterhouse-Five! 

In Postmodernist Fiction, Brian McHale has noted that both modernist and 
postmodernist fiction show an affinity for cinematic models. But historiographic metafiction, 
obsessed with the question of how we can come to know the past today, also shows an 
attraction to photographic models - and to photographs - either as physically present (in 
Michael Ondaatje’s Coming Through Slaughter) or as the narrativized trappings of the 
historical archive (in Timothy Findley’s The Wars or Maxine Hong Kingston’s China Men). 
In raising and problematizing the issue of photographic representation, postmodern fiction 
points to the related issue of narrative representation - its powers and its limitations. 

Among the consequences of the postmodern desire to denaturalize history (a good 
example lies beyond the scope of this dissertation in another novel by Vonnegut, The Sirens 
of Titan), there is a new self-consciousness about the distinction between the brute events of 
the past and the historical facts we construct out of them, a distinction that Hutcheon 
discusses in her book on the politics of postmodernism. Facts are events to which we have 
given meaning. Different historical perspectives therefore derive different facts from the same 
events. 10 In postmodernist anti-war fiction, we may add, facts are events which the author 
renders as utterly meaningless, hence the avowed failure of a novel written by a pillar of salt, 
as Vonnegut says about his anti-war novel, Slaughterhouse-Five in its first, autobiographical 
section. 

There are important parallels between the processes of history-writing and fiction¬ 
writing and among the most problematic of these are their common assumptions about 
narrative and about the nature of mimetic representation. The postmodern situation is, claims 
Barbara Foley, that a ‘truth is being told, with “facts” to back it up, but a teller constructs that 
truth and chooses those facts.’ * 11 In fact, that teller - of story or history - also constructs those 
very facts by giving a particular meaning to events. Facts do not speak for themselves in 
either form of narrative: the tellers speak for them, making these fragments of the past into a 
discursive whole, and sometimes gaps and absences (see Slaugherhouse-Five) or hyperbolic 
constructions of the absurd (see Catch-22) make the difference. Neither of the above- 
mentioned novels are to be read as documentary fiction telling the truth, although both of 
them are largely based on their authors’ personal war experience. 

However, if we consider what the fictional editor of Vonnegut’s Mother Night 
(actually, Kurt Vonnegut himself, posing as the editor of Howard Campbell’s “true” memoir) 
says, “lies told for the sake of artistic effect - in the theater, for instance, and in Campbell’s 
confessions, perhaps - can be, in a higher sense, the most beguiling forms of truth.” 12 
Therefore, both modernist and postmodernist accounts of wars and heroes, however 


9 Ibid., p. 15. 

10 Ibid., p. 54. 

11 Barbara Foley, Telling the Truth: The Theory and Practice of Documentary Fiction, Cornell University Press, Ithaca, New 
York and London: 1986, p. 67. 

12 Kurt Vonnegut, Mother Night (1961), New York: Dell, 1974, p. ix. 
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innovative, metafictional or parodic they may be, can be read as beguiling, puzzling, difficult 
forms of truth, leaving the individual readers (or the interpretive communities as more or less 
homogeneous groups) to piece together the challenging messages that the texts offer. War 
literature has gone beyond the more or less “measurable” limits of the battlefields to 
encompass “the creative expressions (whatever their rhetorical context or ideological 
orientation) of anyone, soldier or civilian, man or woman, who struggled to interpret the 
unthinkable.” 13 
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Abstract: In this study we wish to discuss the relationship which exists between pragmatics, on the one 
hand, and translation studies, on the other hand. Our purpose is to highlight the importance of those 
pragmatic issues which are important from the prespective of a translation student/translator. We take 
a look at the concepts of pragmatic meaning, pragmatic text, pragmatic translation, etc. 


Keywords: pragmatics, translation, pragmatic translation, pragmatic text, pragmatic meaning 


In this study we would like to make a brief presentation of the relationship which 
exists between pragmatics and translation studies, introducing those basic notions that 
researchers have identified as being the concepts shaping the borderline between these two 
segments of linguistic studies: context, pragmatic meaning, pragmatic text, semantic 
translation vs. communicative/pragmatic translation, and pragmatic approach to language. 

Daniela Sorea, in her book Translation. Theory and practice lists some of the main 
theories of meaning, among which she mentions the so-called use theory of meaning, strongly 
connected with the pragmatic view upon language. Pragmatics deals with meaning not as a 
mental representation, nor as a relation between a symbol (word, phrase or the other 
categories) and an object or an entity designated by that symbol. “In other words, pragmatics 
situates language within wider social and cultural settings and behavioural patterns and, while 
laying heavy stress on the context of the verbal exchanges, it deals with the way people 
exploit words and combinations of words, with the actions actual users perform in the act of 
communication. The meaning of a linguistic expression is given by its use, under certain 
circumstances, where interlocutors nourish specific intentions and pursue specific goals.” 
(Sorea, 2007. 23-24) Interactions like thanks, curses, greetings, praying, describing people 
and objects, narrating events and stories, giving orders, expressing invitations, making 
assumptions, speculations, hypotheses, telling jokes, idioms, figurative language are all 
aspects which might make translating from one language to another troublesome. 

For translators, it is of utmost importance to situate words and phrases into specific 
contexts. When translating from on language into another and to avoid misinterpretation and 
mistranslation, it is essential to correctly identify the local context of utterances and speech 
acts. Specific contextual locations may provide different readings, thus different meanings, 
which rely heavily on the distinct configuration of spatial and temporal elements. “For 
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instance, a very simple utterance such as Are you going to buy this car? may trigger, among a 
variety of other responses, something like Are you nuts?. Such a reply could mean opposite 
things in different contexts: if the car is a bargain and meets with the buyer’s expectations, it 
will obviously mean Isn’t it obvious I will?. If the car is a write-out and the required price is 
outrageously high, it will mean exactly the opposite: i.e. Isn 7 it obvious I won 7? If it is April 
1, and one asks Who are you trying to kid ? This may count as an honest question, decodable 
as Who is the target of your mystification ? On any other context, Who are you trying to kid ? 
could be perceived as an expression of disbelief.” (Sorea, 2007. 27) 

A specific translation problem that is connected to the pragmatic meaning of 
utterances is failure to identify the context which makes it clear whether the meaning is literal 
or figurative. “In a context where participants complain of the harsh winter and biting frost, an 
utterance such as You’ve got cold feet could simply be a constative remark or maybe an 
expression of thoughtfulness and sympathy. In the context of a wedding which is about to 
take place, telling the groom You’ve got cold feet will indicate he groom experiencing pre¬ 
marital nervousness, eve fright.” (Sorea, 2007. 27) The same applies Hungarian expressions 
like nagy kanallal enni (preparing to get married) or Romanian idiomatic expressions like 
piatra din casa (referring to girls who cannot find a husband). 

When translating, a translator facilitates an act of communication between SL 
speakers/writers and TL hearers/readers. The guidelines that matter in the process of 
translation are the choice of combinations of words, the grammatical structure, the contextual 
meaning, and the communicative purpose of the source text. Yet, translation is not a simple 
linguistic conversion between languages; it is also a cultural and aesthetic act. Decoding the 
proper meaning of an utterance is the key to good translation: I painted the walls white or I 
painted the white walls in not the same utterance, therefore when translating them into 
Romanian, for instance, translators should be careful with choosing between Am vopsit perefii 
albi or Am vopsit perefi in alb. 

Communicative translation is oriented towards the needs of the TL recipient. 
Communicative translation contrasts with word-for-word translation, literal translation. 
“When producing a communicative translation, the translator is permitted greater freedom to 
interpret ST and will consequently smooth over irregularities of style, remove ambiguities and 
even correct the author’s factual errors. ... Examples of text-types for which this mode of 
translation would be appropriate include journalistic writing, textbooks, public notices and 
indeed most non-literary genres.” (Shuttelworth-Cowie, 2007. 22). 

According to Shuttelworth and Cowie’s Dictionary of translation studies pragmatic 
translation is the kind of translation ’’which pays attention not only to denotative meaning but 
also to the way utterances are used in communicative situations and the way we interpret 
them in context.” (Shuttelworth-Cowie, 2007. 128) Pragmatic translation will take into 
account connotative meaning, allusion, interpersonal aspects of communication such as 
implicature, tone, register. Among pragmatic translations we can cite: scientific treatises, 
government documents, instructions, descriptions, directions that appear on packaged goods. 


Table 5. 


SEMANTIC translation 

COMMUNCATIVE/PRAGMATIC 

translation 

Author-centred 

Reader-centred 

Related to thought 

Related to speech 

faithful 

effective 

More detailed but more awkward 

Simpler, clearer 
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personal 

social 

SL-biased 

TL-biased 

Tendency to over-translate 

Tendency to under-translate 

Inferior to the original 

Possibly better than the original 

Eternal, decontextualized 

Existential, context-dependent 

Wide, universal 

Tailor-made, targeted for a specific 
readership 

True version 

Felicitous version 

Meaning centred 

Message centred 


(Sorea, 2007. 72) 


As Gorea states “A faithful translation attempts to reproduce the precise contextual 
meaning of the original text within the constraints of the TL grammatical structures. It 
transfers cultural words and preserves the degree of grammatical and lexical abnormality 
(deviation from SL norms) in the translation. It attempts to be completely faithful to the 
intentions and the text-realization of the SL writer. Semantic translation differs from faithful 
translation only in, as far as it must take more account of the aesthetic value, that is, the 
beautiful and natural sounds of the SL text, compromising on meaning where appropriate so 
that no assonance, word-play or repetition jars in the finished version. Communicative 
translation attempts to render the exact contextual meaning of the original in such a way that 
both content and language are readily acceptable and comprehensible to the readership. 1 

Adriana Vizental defines pragmatic meaning focusing on “the way pragmatic factors 
link linguistic structure to linguistic usage, i.e. on the practical use the sender makes of his 
background knowledge, as mirrored in the linguistic performance of the competent 
communicator.” (Vizental, 2006. 44) Pragmatic factors govern all the linguistic and non- 
linguistic choices: of words, of grammatical constructions, of tone of voice, of both 
languages. Pragmatic errors do not always mean grammatical mistakes or semantic errors: for 
instance, an utterance like He/She is cute is semantically and grammatically correct, but 
pragmatically inappropriate when talking about one’s superior. Pragmatic choices are 
culturally determined, and they rely on rules of politeness that may be or even are different in 
different countries: it is enough if we think of the usage habits of first name or last name and 
title in different cultural environments. “Pragmatic meaning also refers to the fact that the 
competent communicator knows how to use the language appropriately, functionally and 
strategically, manipulating the language intentionally, so as to obtain real-world advantages or 
avoid negative consequences.” (Vizental, 2006. 46) An appropriate use of language refers to 
adapting the message to the social setting of the interaction, to knowing how to encode our 
social status relative to our partner. This pragmatic knowledge is grammaticalised in the 
language, as people know the vocabulary, grammar structures and style they have to apply 
when talking to old people or superiors. The place, time and activity type, the so-called 
situational context also influences interactions, as we are aware that there is time and place 
for cracking a joke, being formal, etc. 

Language has five basic functions: 

• A neutral informational function: people use the language to convey information; 


1 Lucia Gorea, Lost in translation - Beyond words 
http://www.cttic.org/ACTI/2Q12/Actes/Lucia%20Gorea.pdf . 3-4. 
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• A directive function: people use the language to influence other people’s behaviour 
and attitudes; 

• A phatic function: people use the language to keep communication lines and social 
relationships open; 

• An expressive function: people use the language to express feelings and attitudes; 

• An aesthetic function: people use the language to produce beauty, to please the era and 
to be interesting. (Jakobson, 1980.81-85) 

The most important language functions for pragmatics are the directive and the phatic 
functions that go hand in hand with social meaning. People use the language phatically and 
directively to assure an efficient functioning of society. The two most important pragmatic 
phenomena that carry pragmatic meaning are speech acts and indirectness. Speech acts carry 
more or different meaning than the semantic load of the words. Thus, we can speak about a 
lexical level of meaning, a contextual level of meaning and the force of the utterance. A great 
deal of the speaker’s meaning is conveyed indirectly. Indirectness is an outstanding bearer of 
pragmatic meaning, and people prefer indirectness for a number of reasons (to be more 
interesting, more polite, etc). Because of the massive amount of indirectness, some indirect 
constructs have been conventionalized: for instance, How do you do. Translators have to be 
very careful with such constructs, as they do not intend to inquire about the interlocutor’s 
well-being, but are rather a form of greeting. 

In the 1970 and early 1980 Reiss and Vermeer came up with the so-called skopos theory of 
translation, which stressed the interactional, pragmatic aspects of translation arguing that the 
shape of target texts (TT) should be determined by the function or skopos that is intended to 
fulfill in the target context. Skopos theory is target-text oriented: “rather than presenting the 
translator with a fixed body of facts which he or she must pass on the target audience, ST is 
seen as an information offer, which the translator must interpret by selecting those features 
which most closely correspond to the requirements of the target situation.” (Shuttelworth- 
Cowie, 2007. 156) According to the skopos theory, the translation of a text should be done 
primarily taking into consideration the needs and purposes of the target context and audience: 
thus a scientific text can become fairly literal, the sayings of Buddha can be translated without 
the endless repetitive parts and American business letters can be rendered with extra 
politeness formulae, when the target public is a European one. 

In 1992 Mona Baker published a book, In other words, in which she dealt with the pragmatic 
aspects of translation as well. In the final chapter of the book she approaches the issue of 
pragmatic equivalence in two points, coherence and implicature: 

“Coherence is a very problematic and elusive notion because of the diversity of factors, 
linguistic and non-linguistic, which can affect it and the varying degrees of importance which 
a particular factor can assume in a given context. Even a single lexical item, if mistranslated, 
can affect the way a text coheres. A polysemous item in the source text will rarely have an 
equivalent with the same range of meanings in the target language. If the source text makes 
use of two or more meanings of an item and the translation fails, for whatever reason, to 
convey any of those meanings, whole layers of meaning will be lost, resulting in what Blum- 
Kulka (1986) refers to as a 'shift incoherence'. 

... The fact that many of these factors are language- and culture-specific adds to the 
complexity of the problem. What most of the examples given in this chapter seem to suggest 
is that in order to maintain coherence translators often have to minimize discrepancies 
between the model of the world presented in the source text and that with which the target 
reader is likely to be familiar. The extent of intervention varies considerably and depends in 
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the final analysis on two main factors. The first is the translator's ability to assess the 
knowledge and expectations of the target reader- the more the target reader is assumed to 
know, the less likely that the translator will be inclined to intervene with lengthy explanations. 
Likewise, the more harmony is assumed to exist between the model of the world presented in 
the source text and the target culture's version of the world, the more inclined the translator 
will be to remain invisible, i.e. refrain from direct intervention. The second factor is the 
translator's own view of his her role and of the whole question of where his/her loyalties 
ought to lie - whether they ought to lie with the source text or with the target reader.” (Baker, 
1992. 253-254) 

An utterance like It’s hot will have different translations, depending on the pragmatic 
meaning attached to it by different contexts: It’s hot ( =it’s too hot in this room) will be 
translated to Romanian as Este (prea) cold. It’s hot (=lhis soup is too hot to be eaten) will be 
translated as Este prea fierbinte, and It’s hot (= this is a really good and exciting story) will 
be something like Este foarte tare. A sentence l ik e The film is OK will mean different things, 
depending on the implicated meaning linked to previous expectations regarding the quality of 
the film and tone of voice and intonation: therefore, the very same utterance can be translated 
into Romanian as Filmul este bun (with the implicated meaning the film is better than I 
expected) and Filmul este bunicel (meaning it is not bad but not very good either). 

Rodica Superceanu quotes Jean Delisle who introduced the concept of pragmatic 
texts: “this kind of text cannot be adequately and appropriately translated unless the translator 
considers the situation in which the texts were produced and the situation for which they are 
translated. Since the translation approach has to be pragmatic, i.e. to consider language in 
practical use and not language for aesthetic purposes, he has called such texts pragmatic.” 
(Superceanu, 2009. 13) Pragmatic texts are texts that belong to professional genres, which 
convey information in textual forms expected by the audience at which they are aimed. 
Pragmatic texts in translation studies come from the following domains: business and finance 
(business correspondence, contracts and agreements, insurance policies, reports, press 
releases, advertising materials, magazine articles), international organizations (EU, NATO, 
UNESCO, FAO reports, minutes, laws, statutes, resolutions, articles, brochures, booklets), 
education, science and technology (specialized articles, books, abstracts), tourism 
(guidebooks, brochures, leaflets, posters, contracts, regulations), the mass media (articles, 
interviews, news stories, subtitling or voice-over of films, documentaries, etc, legal matters 
(certificates, ID papers, powers of attorney, letters of recommendation, medical records, 
transcripts of records). 

Pragmatic texts are characterized by: 

• Specific communicative purposes: informative, persuasive or phatic; 

• Specific content, generally focusing on objective facts or attitudes; 

• A specific textual structure and information organization that follow specific norms 
and conventions that are determined by the nature of the message/reader’s 
expectations; 

• Specific lexical units, i.e. specific terminologies, set expressions, syntactic structures 
(impersonal constructions); 

• Specific stylistic features: clarity, precision, conciseness, simplicity. 

“Pragmatic texts are utilitarian, i.e. serve practical and immediate communicative purposes. 
Their content is made up of aspects of objective reality and takes a textual form specific to the 
communicative conventions of a professional community. Translating such texts requires 
from the translator several kinds of knowledge: of the subject matter, of the communicative 
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situation for which they are used, of the conventions of communication and of the stylistic 
devices which best realize the communicators’ purposes.” (Superceanu, 2009. 15) 

The language of medicine has two different layers: sub-medical vs. proper medical 
terminology, popular vs. erudite or, in other words, medical language for specialists and 
medical language for lay people. Thus, English has two terms for a concept: the erudite word 
(from a Greek or Latin root) and the vernacular one. For instance, the common English name 
for rhinitis is runny nose. Medical English displays synonymic series, some members of these 
series are highly technical or specialized terms, other are semi-technical and many other 
belong to the general vocabulary. The lay synonym of hemorrhage is bleeding , that of 
myopia is shortsightedness, or that of pruritus is itching. The fact that synonyms appear in 
pairs of terms belonging to the popular - erudite registers characterizes Hungarian as well. 
English-Hungarian synonymic doublets warn translators to handle them with care because the 
choice of one or another member of the synonymic series depends on the audience. Form a 
pragmatic viewpoint, translators should not mix up highly technical terms with their semi- 
technical or popular synonyms, and syphilis for instance, should not be translated as verbaj in 
pragmatic text such as medical articles, as this is the archaic name of szifilisz {syphilis). 

The pragmatic approach to language and communication considers the meaning of 
words and utterances as context-dependent, with reference to the possible networks of actions 
and the potential effects these actions may generate. Meaning is denotation but also 
connotation, and meaning, in a pragmatic viewpoint, sometimes exceeds the limitations of 
reference, so it does not simply describe the world. Lack of reference does not mean lack of 
meaning (no one has ever met Batman, yet all the stories about him make sense). Part of the 
meaning is its intended social function. “To understand language involves understanding the 
culture as well as the social practices of the community of speakers in question. Meaning 
emerges, is clearly conveyed and disambiguated only in specific contexts of situation, which 
need to be defined as the site where social, cultural and psychological elements of communal 
life become inextricably interwoven.” (Sorea, 2007. 26) 

Politeness is one of the most problematic issues in translation, although it is generally 
agreed that negative politeness should be translated with negative politeness and positive 
politeness with positive politeness. However, due to the amount of indirectness in English 
politeness matters, translators may find it sometimes difficult to translate negative politeness 
structures l ik e Would you mind washing your hands? or Sorry to bother you, but could you 
close the door? whereas positive politeness such as We really should close the door seems far 
easier to translate. 

Idioms can pose many problems in translation; in their case, replacement or 
substitution with cultural and functional TL equivalent is recommended: 
e.g. Szajaba rag valamit - spoon-feeds someone', Nagy port vert fel - made a scene', Elment 
Foldvarra deszkat arulni - went to sell coal in Newcastle', Nem latja a fatol az erdot - cannot 
see the forest for the trees', Orranal fogva vezet valakit - leads someone by the nose', Lassan a 
testtel - take it easy, Elore iszik a medve borere - counts his chicken before they are hatched 
(Szollosy, 2007. 91). 

In a book dedicated to the translation of non-fictional texts, Judy Szollosy highlights 
the assertive nature of translation, hinting at the fact that when translating one works with 
meaning and sense first of all. Meaning has four aspects: sense, feeling, tone, and intention, 
which are all manifest in and through the choice of words (Szollosy, 2007. 34). The practical 
advice she gives students is to discover, first and foremost, the sense behind the text, and then 
proceed to translating it. For instance, the Hungarian expression Az anyad and the English 
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expression Your mother are dictionary equivalents, but not always contextual equivalents 
(translating the Hungarian curse as Your mother will not sound as some outrageous swearing). 

The Tu and vous pronouns, the so-called magazas-tegezes in Hungarian, may be 
interesting in translation. “ Magazas , the form of address between individuals who are not on 
close terms or are not on an equal footing or in the same age-group (the French equivalent is 
the use of vous ) but which is just a jot more confidential than the use of On - a highly 
respectful and courteous form of address between individuals unacquainted with each other - 
should cause no special problem in English translation, since the neutral pronoun you 
provides a fine substitute. However, if you need to indicate formality involved in the act of 
magazas , you can resort to the use of formal address, thus: Mr. Jones, Mrs. Jones, Sir, Mr., 
President, Lieutenant. Though come to think of it, the use of maga when cursing someone, as 
in Maga hatokor! which with its clash of the high and the low can be a source of humour... 
would surely lose something in the translation.” (Szollosy 2007: 82-83) 

Pragmatic translation takes into account connotative meaning, allusion, interpersonal aspects 
of communication such as implicatures. Pragmatic meaning focuses on the way pragmatic 
factors link linguistic structure to linguistic usage. Pragmatic choices are culturally 
determined and the pragmatic approach to language and communication considers the 
meaning of words and utterances as context-dependent. That is why at the interface of 
pragmatics and translation studies we will come across the issues of politeness, idiomatic 
expressions, cursing, joking, implicated meanings, deictic elements such as Tu and vous 
pronouns, the role of context and audience, etc. 

BIBLIOGRAPHY 

BAKER, Mona 

1992 In other words. London, Routledge. 

COPOSESCU, Liliana 

2004 Issues of Pragmatics. Brasov, Editura Universitatii Transilvania din Brasov. 

CRUSE, Alan 

2011 Meaning in Language. An Introduction to Semantics and Pragmatics. Oxford, Oxford 
University Press. 

CRYSTAL, David 

1996 The Cambridge Encyclopedia of Language. Cambridge, Cambridge University Press. 
GOREA, Lucia. Lost in translation , Beyond word, downloaded from 
http://www.cttic.org/ACTI/2012/Actes/Lucia%20Gorea.pdf (retrieved January 2016) 
HURFORD, J— HEASLEY, B.—SMITH, M. B. 

2011 Semantics. A Coursebook. Cambridge, Cambridge University Press. 

JAKOBSON, Roman 

1980 The framework of language. Michigan, Michigan Studies in the Humanities. 
LEVINSON, S. 

1999 Pragmatics. Cambridge, Cambridge University Press. 

NAGY, Imola Katalin, 

2015 An introduction to the study of pragmatics. Cluj-Napoca, Scientia Publishing House. 
YULE, George 

1966 Pragmatics. Oxford, Oxford University Press. 

SHUTTELWORTH, Mark—COWIE, Moira 

2007 Dictionary of translation studies. Manchester, St. Jerome Publishing. 





216 


Iulian Boldea, Cornel Sigmirean (Editors) 

MULTICULTURAL REPRESENTATIONS. Literature and Discourse as Forms of Dialogue 
Arhipelag XXI Press, Tirgu Mures, 2016 
ISBN: 978-606-8624-16-7 
Section: Literature 


SOREA, Daniela 

2007 Translation. Theory and Practice. Bucure§ti, Editura Coresi. 

SUPERCEANU, Rodica 

2009 Translating pragmatic texts. Timisoara, Editura Orizonturi Universitare. 

SZOLLOSY, Judy 

2007. Hunglish into English. The Elements of Translation from Hungarian into English. 
Budapest: Corvina. 

VIZENTAL, Adriana 

2006 From Semantic Meaning to Pragmatic Meaning. An Introduction to Semantics. Arad, 
Editura Univcrsitapi Aurel Vlaicu. 




217 


Iulian Boldea, Cornel Sigmirean (Editors) 

MULTICULTURAL REPRESENTATIONS. Literature and Discourse as Forms of Dialogue 
Arhipelag XXI Press, Tirgu Mures, 2016 
ISBN: 978-606-8624-16-7 
Section: Literature 


INSTANCES OF FAUSTIAN IN ROMANIAN LITERATURE: THE 

CASE' OF CARAGIALE 


Ariana Balasa 

Assist. Prof., PhD, University of Craiova 


Abstract: The Romanian literature in the second half of the XIX' 1 ' century, and respectively, the first 
half of the XX th century is influenced by folk creations, which are visible especially in the fantastic 
prose. The myth of Faust, an important and defining myth, widely circulated in the entire European 
continent, blends with the themes and motives from folk literature, in the writings of such authors like 
Mihai Eminescu (Poor Dionis), I. L. Caragiale (Kir Ianulea, Manjoala’s Inn), Vasile Voiculescu 
(Lostrita), Gala Galaction (Califar’s mill), Mircea Eliade (Miss Christina, The snake) etc. Our study, 
focused on ‘ the case’ of Caragiale, emphasizes the idea that the author reinterprets in his writings the 
myth of Faust, and does so in an absolutely charming way, using the irony that defines his literary 
pieces, in all the genres he has approached. 


Keywords: instances, myth, faustian, folk, Caragiale 


Mitul faustic este detectabil in diferite variante, cu mici varia|ii sau modificari, in mai 
toate culturile si civilizatiilc europene, iar povestirile alegorice, obligatoriu cu morala inclusa, 
se contureaza de obicei in jural comunicarii si injelegerii dintre om §i diavol, in contradicjie 
cu legile fiiii. 

Remintim aici celebra definite data de Mircea Eliade mitului: „Mitul poveste§te o 
istorie sacra, adica un eveniment primordial care a avut loc la inceputurile timpurilor si ale 
carui personaje sunt zei sau eroi civilizatori. De aceea, dezvaluind cum o realitate a luat fiinta, 
mitul constituie modelul exemplar, nu numai al riturilor, ci §i al oricareia activitaji umane 
semnificative: alimcntatia, munca, cducatia... Aceste aspecte cscntialc ale mitului devin 
nesatisfacatoare pentra noi de aceasta data, din vreme ce Faust (si toate intrachiparile sale din 
diverse culturi) nu poate fi privit nici ca un zeu, dar nici ca un (super)erou. 

Completarea lui Mircea Eliade, atrage o modificare a registralui, astfel incat acesta 
revine §i noteaza: „Se §tie ca literatura, orala sau scrisa, este fiica mitologiei §i a mo§tenit ceva 
din funcjiile acesteia: sa povesteasca intamplari, sa povesteasca ceva semnilicativ ce s-a 
petrecut in lume. Dar de ce este atat de important sa slim ce se petrece, sa §tim ce s-a 
intamplat marchizei care i§i bea ceaiul de la ora cinci? Cred ca orice naratiune, chiar si aceea 


1 Mircea Eliade, Incercarea labirintului, Cluj-Napoca, Editura Dacia, 1990, p. 134. 
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a unui fapt cat se poate de comun, prclungestc marile povestiri relatate de miturile care 
explica cum a luat fiinta aceasta lume si cum a devenit condipa noastra asa cum o cunoa§tem 
noi astazi. Eu cred ca interesul nostru pentru naratiunc face parte din modul nostru de a auzi 
ceea ce s-a intamplat, ceea ce au infaptuit oamenii §i ceea ce pot ei sa faca: riscurile, 
aventurile, incercarile de tot felul. Nu suntem nici ca nistc pietre, ncmgcap, sau ca ni§te flori 
sau insecte, a caror via(a e dinainte trasata, suntem dirge umane formate din intamplari. Iar 
omul nu va renunta niciodata sa asculte povestiri” 2 . Una din dorintclc esenpale ale omului, 
transformata in aventura ontologica, este aceea de a surmonta limitele fizice §i biologice, de a 
atinge nemurirea ie§ind din istorie” 3 . 

Inlelegerca mitului faustic in literatura romana este condiponata de situarea sa in 
contextul literaturii europene, pentru a afla ce anume a ramas din „scenariul” mitic initial, 
care sunt pcrmanentclc si variabilele §i cum a fost recepponat §i adaptat in literatura noastra. 

In scrierile in proza ale lui I. L. Caragiale, un loc aparte il ocupa nuvelele fantastice La 
hanul lui Manjoala (1898), Kir Ianulea (1909) si Calul dracului (1909). Zona de grani(a in 
care realul se intrepatrunde cu fantasticul pana la identificare, resuscitand imagini ale real i tali i 
primordiale este marcata de umor. Ezitarile zonei abordate dau na§tere unui zambet cu 
coloraturi multiple, uneori arogant si reprobabil, alteori ingenuu si confuz. 

Nuvela La hanul lui Manjoala urmeaza in acela§i timp doua dirccpi logice 
contradictorii: logica real i tap i §i logica magiei, astfel incat, nici una din ele sa nu fie in 
masura sa o nege pe cealalta. Evidenta pe tot parcursul narapunii este atitudinea realista a 
personajului principal, interestat sa elucideze lucrurile in modul cel mai raponal posibil, dar 
pastrand in relatarea sa fidelitatea fa(a de amanuntele doar apparent nesemnificative, dintre 
care unele suspn cu perfidie o ipoteza opusa. Intamplarile nop(ii de cosmar se sfarscsc, iar 
ipotezele dicotomice se echilibreaza, ca o balan(a cu talerele la acela§i nivel. E un joc de-a v- 
ap ascunselea cu supranaturalul, al carui umor subzista intr-o perpetuua incertitudine. 

In nuvela Calul dracului, autorul recurge din nou la procedeul voalarii limitelor dintre 
real si fantastic. Observant, lotusi, o deosebire fundamentals in modificarea tonalitapi 
predominante: umorul nascut din perplexitate este inlocuit cu umorul nascut din surpriza, 
situapc in care chiar exponenpi taramului fabulos, care se intalnesc in peregrinarile lor pe 
pamant, nu reu§esc sa-si afle identitatea originara de la primul contact. Rcusind sa-1 in§ele pe 
diavol, baba i§i va redobandi pentru cateva ore aspectul de femeie tanara §i frumoasa, aflata in 
restul timpului sub pecetea unui Western. Tabloul care inipal paruse adevarat rename intr-o 
noua lumina, care trece dincolo de aparcntc §i comenteaza cu ironie mistificarea dezvaluita. 

In nuvela Kir Ianulea, alchimia umorului devine plurivalenta §i narapunea, in 
succesiunea parplor sale, marcheaza o dispunere inversa in comparapc cu Calul dracului. 
Acolo nucleul fantastic era infap§at intr-un cadru realist, iar in Kir Ianulea, cum remarca 
Garabet Ibraileanu, „o adevarata nuvela istorica” incepe si se sfar§e§te cu episoade desprinse 
dintr-un basm. Insa umorul nu este redus la simpla alaturare a celor doua zone, ci isi gascste 
surse noi, cea mai fertila dintre ele fund reinterpretarea inedita a clasicului motiv al diavolului 
insurat, pe care I. L. Caragiale 1-a preluat adaptandu-1, din nuvela lui Niccolo Machiavelli, 
Belfagor Arcidiavolo. „... de cand lumea, nota Caragiale, referindu-se la aceasta opera a sa, 
povcstile sunt ale lumii, insa, firepc, felul povestirii lor ramane al povestitorului”. Inovapile 
scriitorului aspira fidel spre intensificarea rezervelor umoristice ale narapunii. Nuvela lui I. L. 


2 Idem., pp. 141-142. 

3 Corin Braga, Zece studii de arhetipologie , Cluj-Napoca, Editura Dacia, 1999, p. 8. 
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Caragiale este, intr-un sens aparte si cumva superior al temenului, o parodie savuroasa a 
modelului pe care il urmeaza. 

Personajul Kir Ianulea, spre deosebire de personajul Belfagor al lui Niccolo 
Machiavelli, este scutit de orice reminiscenta a originalita|ii sale diabolice §i ca§tiga, in 
schimb, o integrare dcsavarsita in imprejurarile existen^ei reale, in fun c tie de care se 
contureaza, una cate una, liniile portretului sau moral. Originalitatea nuvelei lui I. L. 
Caragiale este vizibil detectabila si in plasarea motivului sub auspiciile unor noi repere spatio- 
temporal e (sfar§itul epocii fanariote), dublata de autenticitatea pitoresca a coloraturii istorice. 
Compararea decorului volatile cu coordonatele unei psihologii care s-a demonstrat a fi mult 
mai durabila, reprezinta un izvor subtil al umorului. 

In cazul scrierilor in proza ale lui I. L. Caragiale, in care putein detecta structuri ale 
mitului faustic, pornirn de la ideea ca proza sa cuprinde doua reprezentari categoriale distincte 
ale genului fantastic §i anume: 1) fantasticul paradoxal, de tip science-fiction, din perioada de 
inceput §i 2) fantasticul propriu-zis, ilustrat in volumul Schife noua (1910), dar si in nuvelele 
sale mai vechi, La hanul lui Manjoala (1898-1899) §i La conac (1900-1901), din volumul 
Momente §i schife. 

Prima categorie subsumeaza o serie de cronici fanteziste si de zigzaguri din perioada 
revistei „Ghimpele” (1874). 

Contrar aparentclor lor fanteziste, aceste scrieri sunt urmarea angajarii politice si a 
preocuparilor lui Caragiale pentru principalele probleme ale vremii, dintre care cea mai 
stringenta era marea dezvoltare edilitara a Bucurcstilor din ultimele decenii ale secolului al 
XlX-lea, care uneori a provocat entuziasmul, iar alteori opozipa, ca oricare alt proiect de 
innoire. 

Din perspective literara, scrierile lui I. L. Caragiale din 1874 au meritul de a se numara 
printre primele incercari de create proto-SF din literatura romana, intr-o perioada in care 
pasionapi genului, extrem de pufin i de altfel, au dat nastcrc unor modeste cxercifi i de scriere, 
apoi s-au pierdut in anonimat. 

Povestirile fantastice din Schife noua si celelalte nuvele de gen insa, au surclasat 
valoric tot ceea ce vazuse lumina tiparului pana in acel moment la noi. 

Paul Zarifopol, autorul unei antologii a literaturii fantastice europene (din anul 1924), 
afirma ca „Fantasticul, chiar acolo unde e introdus direct, in La hanul lui Manjoala, in Calul 
Dracului, funcponcaza numai ca element de motivare; nu e exploatat ca viziune, ci apare ca 
ciuda(enie usoara - si explicabila rational! - cum sunt cotoiul si caprita Manjoalei, sau e un 
fel de joe de cuvinte echivoc, cum e coada lui Prichindel in Calul Dracului. Caragiale 
transpune, cat poate, fantasticul in normalitate umana”. 

Fantasticul lui Caragiale este, de fapt, adeseori, miraculosul §i feericul basmelor §i 
povcstilor populare, in spiritul mitologiei si folclorului din zona Balcanilor, unde intalnirea 
accidentals cu diavolul, cu sfmtii §i cu Dumnezeu la o rascruce de drumuri e o banalitate §i 
unde profanul se amesteca pretutindeni cu sacrul, nu din dorinta unei convertiri de tip mistic, 
ci cu scopul implinirii unei vocatii justitiare. Personajelor acestor opere, care i§i doresc o 
soarta mai buna, li se indeplinesc visurile pe negandite, cum i se intampla, de exemplu, 
tipografului sarman din nuvela Norocul culegatorului, pe care Maica Precista il ajuta sa 
devina bogat in masura direct proportionala cu ororile tiparite in cotidianul la care lucreaza. 
Chiar §i negustorul Abu-Hassan din basmul nuvelistic cu acclap nume, care are impresia o 
buna bucata de vreme ca a fost vrajit de un duh malefic care i s-a furisat in casa pe u§a uitata 
deschisa intr-o noapte, are §i el un vis: sa fie calif „o zi macar”, pentru a reinstaura ordinea §i 
dreptatea in mahalaua sa. 
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In Partea poetului mana destinului se dovede§te a ft neinduratoare, in pofida crcdinpn 
eroului, iar autoritatea acesteia ramane un mister, atat in ceruri, cat §i pe pamant. 

Nuvelele Norocul culegatorului, O invenfe mare si Partea poetului sunt foarte 
aproape de apolog §i anecdota, care se impletesc cu elementele miraculoase ale basmului. In 
pofida dimensiunilor, regasim aceea§i situate in Kir Ianulea: femeia se arata a fi mai 
diabolica decat diavolul insu§i, pe care il manipuleaza dupa bunul sau plac. 

Motivul femeii mai rele decat diavolul a mai fost tratat in literatura noastra, sub 
diferite aspecte, de Anton Pann si Gr. H. Grandea, ale carui povestiri - Cum a coconut femeia 
pe dracul (1880) §i Contractul cu dracul (1891) au fost publicate in „Universul literar”. In 
literatura popular, folcloristul Moses Gaster semnala aparipa basmului Cum a indibit femeia 
pe dracul, in revista „Timpul” (1882). 4 

Nara(iunea caragialiana poate fi receptata §i ca o nuvela de spionaj, in care fiecare din 
cele doua lumi este interesata de mi^carile celeilalte, pentru ca diavolul din impara(ia lui 
Dardarot are sarcina de a elucida secretele muritorilor, metamorfozandu-se in fiinta umana, 
fara sa aiba voie sa se foloseasca de capacilaplc sale supranaturale. 

Interesanta este §i perioada in care se dcsfasoara ac(iunca din Kir Ianulea, in jurul 
anului 1800. Este pentru prima oara cand scriitorul prefera sa-§i plaseze opera intr-un timp 
trecut, cu rczonanta istorica, chiar daca vom regasi aici acecasi mahala si acclcasi tipuri 
caracteriale definitorii pentru scrierile sale „realiste”. Chiar §i iadul, care la Machiavelli era un 
fel de parlamentarism democrat, la I. L. Caragiale devine un divan ad-hoc, in care un tiran 
oriental se raste§te la subordonap si i§i impune punctul de vedere. Ceea ce pare a fi la inceput 
o simpla anecdota, culoare locala si moralism, il implied pe autor aproape autobiografic si-1 
face sa ii repovesteasca altfel propria cxislcnta. Prin urmare, printre intamplarile comice ale 
lui Aghiu(a ajung la suprafata textului cateva motive obsedante ale cxistcntci personale §i 
profesionale a autorului: motivul averii pierdute peste noapte, motivul focului, motivul ochilor 
malefici, motivul compctcntci profesionale etc., in care el a crezut cu inver§unare. Cum 
observa si tanarul critic §i profesor Catalin Ghi(a, „intuim cum stau lucrurile”, „... mai ales 
atunci cand naratorul ni se prezinta omniscient, insa personajele principale, al caror psihic 
circumscrie cu anxietate spapul narativ, basculeaza intre realitatea obiectiva §i cea (esuta de 
propriile obsesii (s.n.)”. 5 

O viziune moderna a fantasticului razbate din nuvelele La conac. La hanul lui 
Manjoala §i Calul Dracului, care se aseamana foarte bine structural, in ciuda detaliilor 
diferite, care fac din cea de-a doua narapunc o scriere mai complexa. 

Ambele cazuri ne prezinta o „victima”, careia i se intampla ceva icsit din comun de-a 
lungul unei calatorii. Victimele intamplarilor sunt doi tineri abia in trap in vial, a, un „(angau 
mucos” in La conac §i un pcptor tanar, „curatcl §i obraznic” in La hanul lui Manjoala. 

Impotriva bunelor lor intcntii, ambii eroi sunt fort,ap sa stea intr-un spa(iu inchis, in 
care se intampla lucruri ciudate. Opcrapunca prin care scriitorul fixeaza ca scena perfect 
veridica a unor experience cxistcntialc extreme hanul sau conacul, releva o intui(ic speciala. I. 
L. Caragiale nu inventeaza locuri-cadru in genul castelelor bantuite din nuvelele lui E. Allan 
Poe, care pentru lectorul roman ar fi cu totul neverosimile, ci plaseaza actiunca intr-un cadru 
familiar. 


4 Florin Manolescu, Caragiale §i Caragiale: jocuri cu mai multe strategii, editia a Il-a revazuta adaugita, Bucure^ti, 
Editura Humanitas, 2002, pp. 138-169. 

5 Catalin Ghila, Deimografia. Scencirii ale terorii in proza romaneasca, Ia§i, Editura Institutul European, 2011, Colectia,, 
Academica”, p. 128. 
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In nuvela La conac, victima este atrasa prin manevrele unui personaj roscovan (omul 
rosu din Povestea lui Harap-Alb a lui Creanga), cu privire sa§ie, patranzatoare. Sub influenza 
acestuia, tanarul se angajeaza intr-o partida de stos, la finalul careia Tsi pierde aproape toate 
bunurile. 

In nuvela La harmI lui Manjoala „agresorul” este totuna cu obiectul tcntapci: o femeie 
senzuala, sasic si ea, care face o serie de lucruri misterioase, printre care se numara 
incantapilc si miscarca imprevizibila a unui batran cotoi. 

Amandoua operele sunt ambigue §i in interpretarea lor ar putea fi vorba de o metafora 
a drumului cu sens general ini(iatic (tot ca in Povestea lui Harap-Alb), sau cu sens general 
fantastic, pentru ca intamplarile prin care tree personajele par a fi puse in scena de forjele 
intunericului. „Ochiul ciudat” al omului rosu, aparipile §i clisparitiile lui neprevazute, din La 
conac, sau lipsa icoanelor, caciula rasucita obsedant de Marghioala si comportamentul straniu 
al cotoiului batran din La hanul lui Manjoala, pot ft aparijii si coincidence accidental, din 
registrul firesc al real i tap i, dar §i marci ale fantasticului, care concureaza realitatea §i care 
amenin(a sa-i rupa pe oameni de vial,a lor cotidiana obisnuita. 

Paul Zarifopol nu s-a insclat cand a notat ca o cxplicatic raponala a intamplarilor din 
aceste nuvele ale lui Caragiale este posibila de fiecare data, dar trebuie adaugat ca ea nu 
ramane deloc singura posibila si ca tocmai pe aceasta dialectic^ a multisemnificantului 
(normal/anormal, explicabil/inexplicabil, real/supranatural) se bazeaza literatura fantastica. 
Daca ne gandim mai bine, La conac si La hanul lui Manjoala reprezinta pentru I. L. Caragiale 
un prilej extraordinar de a experimenta in dirccpa jocurilor de cautare, pentru ca din fiecare 
nod al textelor sale sunt posibile cel pu(in doua continuari, iar cititorul, oricat de inteligent, nu 
va descoperi nici o inform ape care sa dezavantajeze vreuna din posibilele continuari, 
indiferent daca narapunca este relatata la persoana intai, ca in La conac, sau este mediata de 
un povestitor care, principial, ar trebui sa cunoasca cxplicapa ascunsa, ca in La hanul lui 
Manjloala. 

Prin urmare, La conac, La hanul lui Manjoala §i Calul Dracului sunt scrieri in 
maniera diferit fantastica, insa, in orice caz, nu in maniera tenebroasa sau filosofica a 
fantasticului de sorginte anglo-saxona, ci in spiritul initiatic al literaturii noastre populare, in 
care chiar cxpcricntclc extreme pot fi analizate cu umor §i rezolvate la final printr-un joc de 
cuvinte. Dupa experienja romantica a scrierilor fantastice emiesciene, unde nuvela 
romaneasca se impletcstc cu realismul magic al lui Novalis, Hoffman §i Tieck, subliniind aria 
sensibilitajii noastre spre nord, cu autoritatea incontestabila a geniului, I. L. Caragiale se 
situeaza mai degraba in extremitatea sudica, tipic romaneasca, a tipologiilor culturale 
europene, alaturi de Dimitrie Cantemir, Ion Budai-Deleanu, Antonn Pan si Ion Creanga. 
Vedeniilor si magicienilor enigmatici sau fenomenelor indiscutabil oculte din povestirile lui 
E. A. Poe sau Franz Clemens Brentano, pe care slim ca le-a citit cu placere, Caragiale le 
prefera decorul mai plauzibil pentru al literaturii populare balcanice, cu hanuri in jural carora 
se (cs legendele, cu femei frumoase transformate in ccrsctoarc batrane, cu diavoli rautaciosi §i 
hazlii, care discuta amical cu sfin|ii §i cu Dumnezeu, utilizand vocabularul mali|ios si 
insinuarile nepoliticoase ale strazii si mahalalelor. 

Pe scurt, in La hanul lui Manjoala, viziunea caragialiana asupra diavolului este 
diferita, proiccpa plina de ironie fiind inlocuita de frica provocata de farmecele ticluite sub 
protccpa §i indrumarea lui Satan, metamorfozat in ied sau cotoi. Pactul malefic se realizeaza 
de data aceasta intre Marghioala/Manjoala si Diavol. Gura lumii este cea care dezvaluie 
ciudatcniile hangijei: traiul indestulat de dupa moartea sojului sau, puterea cu care ii 
hipnotizeaza pe hop ca sa-i prinda in capcana §i pedepsirea acestora etc. Pactul pitoresc, 
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aproape insesizabil dintre femeie §i diavol, poate 11 perceput la nivelul schimbului de priviri si 
a intensitapi acestora. 

De altminteri, cheia descifrarii fantasticului secret din cotidian se gascstc chiar in 
lucirea stranie §i privirea piezi§a a Marghioalei: strasnici ochi ai, coana 6 Marghioalo!” 

Seinnele pactului diabolic sunt pretutundeni: in han nu sunt icoane pe nici un perete („da-le 
focului de icoane”, coincident mieunatului sinistru al cotoiului de sub masa in momentul in 
care Fanica se inchina („m-am a§ezat la masa facandu-mi cruce [...], cand deodata un racnet: 
calcasem [...] pe un cotoi batran”), vrajirea caciulii urmata de dureri de cap atroce („caciula 
parca ma strangea de cap ca o menghine”), aparipa iedului, apoi disparipa lui si aparijia in alt 
loc, la hanul Manjoalei, imposibilitatea indepartarii de han (desi e luat cu forja, acesta revine 
de fiecare data: „de trei ori am fugit [...] si m-arn intors la han”). Rezolvarea pactului este de 
aceasta data una de tip purificator: hanul arde intr-un incendiu, iar hangita moare. 

Ipostaze ale lui Faust in opera lui Caragiale 

Primul personaj faustian, diabolic, asupra caruia merita sa ne oprirn este Aghiupl din 
nuvela Kir Ianulea, un personaj cu natura dubla, diabolica §i umana, mult mai complex in 
prima ipostaza, decat in cea de-a doua. De altfel, scena inipala si cea de final, care se 
dcsfasoara in iad, cu un Dardarot care se dorcstc a fi inspaimantator, dar sfarscstc prin a fi 
ironic §i mucalit, un Aghiuja care treze§te numai simpatie, li lasa cititorului avizat impresia ca 
scriitorul a ratat §ansa de a imbogap literatura romana cu un posibil mare roman fantastic 
comic. 

Povestea diavolului surcalasat de inventivitatea malefica a femeii date dracului a 
circulat in literatura occidentals a mijlocului mileniului al doilea, de unde I. L. Caragiale, 
confonn propriilor dcclarapi, a preluat-o, plasand-o in Valahia inceputului secolului al XIX- 
lea. Nici naratiunca, nici personajul Aghiuja/Ianulea nu pot fi privite asadar din perspective 
originalitaDi, ci din perspective ingeniozitajii adaptarii la spajiul romanesc §i al mentalitajilor 
locale. 

La o suta de ani dupa Ion Budai Deleanu §i concomintent cu Ion Creanga, Caragiale 
readuce in literatura romana imaginarul dantesc, populat cu personaje de sorginte folclorica: 
Aghiuja, dracusorul plin de imaginajie, dar ghinionist in raporturile cu oamenii, Dardarot 
(Scaraoschi sau Talpa Iadului), Prichindel etc. - privitj cu tojii parodic si antropomorlizap in 
variante comic-domestice. Kir Ianulea, imparatul Iadului, este un arhetip al conducatorului 
dintotdeauna si de pretutindeni: simultan canonic §i iconoclast, autocrat deplin, rigid la modul 
teatral, dar plin de umor, este un tip puternic umanizat. Desi evolueaza intr-un spajiu textual 
restrans, Dardarot reprezinta o figura insolita in reprezentarea romaneasca a mitului faustic. 

Manjoala/Marghioala {La hanul lui Manjoala), vaduva hangiului Manjoala §i 
mo§tenitoarea acestuia, se dovcdcstc a fi o femeie data dracului, care face tot farmecul 
nuvelei. Rapiditatea cu care reu§e§te sa repuna pe picioare afacerea defunctului ei sol,, ajunsa 
in pragul falimentului, sta sub semnul ambiguitapi: „ce-a facut, ce-a dres” care, in limbaj 
popular, lasa loc la o multimc de interpretari, din care nu lipse§te nici sugestia implicarii unor 
forte malefice: „Unii o banuiesc ca o fi gasit o comoara.... altii ca umbla cu farmece”). 
E§ecul, in egala masura spectaculos §i misterios, al incercarii unor talhari de a o „calca” pe 
hangija, subliniaza faptul ca Manjoala se afla sub protecjia diavolului, sau invers, ca ea are 
puterea de a-1 stapani. 

Manjoala este o femeie „frumoasa, voinica si ochioasa”, iar magnetismul privirii ei il 
lasa mut de admirapc pe fiul de boier care se opre§te la han. Pe timpul §ederii sale acolo se 


6 I. L. Caragiale, Momente §i schife. Nuvele §ipovestiri, Bucure§ti, Editura Litera §i „Jumalul National”, 2010, p. 35. 
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petrec tot felul de lucruri ciudate, ca de exemplu mieunatul sinistru al unui cotoi batran, in 
momentul in care oaspetele, asczat la masa, Tsi spune rugaciunea §i-§i face cruce. Lucrurile se 
precipita, afara incepe un viscol cumplit, iar tanarul devine prizonier in hanul malefic. Cand 
natura se imblanze§te, personajul parascstc locul cu pricina, dar in loc sa se indeparteze, da 
ocol hanului timp de patru ore, cople§it de senzatja ca ll strange caciula „de cap ca o 
menghina”. Apoi ii apare in cale un ied, cu niste ochi stranii, care ii amintesc chiar de ochii 
gazdei. Finalul nuvelei, cu scena hanului incendiat, accentueaza mai mult impresia ca locul 
respectiv, frumoasa vaduva si animalele ei cu puteri stranii sunt creaturi ale intunericului. 

Manjoala face parte din categoria vrajitoarelor, aparitii umane dotate cu puteri 
supranaturale, de origine diabolica. Femeie fara varsta, sau, poate, capabila sa sfideze 
curgerea timpului, ramanand suspendata intr-o varsta etema a scnzualitapi carnale 
debordante, ea dispune de reflexele oricarei femei senzuale §i atractive, dar si de un set de 
mijloace cu care i§i fascineaza §i-§i apropie victimele. 

Ca personaj, Marghioala este conturata cu linii extrem de fine si austere, intr-un 
registru bivalent: la fel de expresiva si de credibila perceputa in cheie realista, ca §i in cheie 
fantastica. Ea se gascstc intr-un raport ambiguu cu topos-ul magic al hanului: nu vom afla 
niciodata daca femeia este cscnta antropomorfizata a locului, sau locul insu§i este dominat de 
natura ei diabolica. Disparipa simultana demonstreaza, in orice caz, cxistcnta unei legaturi 
obscure, dar inextricabile, dupa cum focul care mistuie hanul ne duce cu gandul la flacarile 
iadului. 

Asemanarea nuvelei cu unele crcapi ale lui E. A. Poe a fost semnalata deja de foarte 
multe ori si se suspne in continuare. Totodata, material epica, mediul ambiant si viziunea de 
inspiratio folclorica, extrem de clare in La hanul lui Manjoala , sunt pur romane§ti in sensul 
superior literar al expresiei. La fel de concludent autohtona ramane §i cocoana Marghioala in 
totalitatea manifestarilor sale, ca si in specificitatea arsenalului de ajutoare intru seducpc la 
care apeleaza: cotoroan^a, cotoiul, iedul si caciula fermecata. 

In loc de concluzie, putem afirma ca ecourile mitului faustic au patruns in cultura si 
literatura romana inca din secolul al XlX-lea sub diferite forme §i au suferit diverse 
metamorfoze care se datoreaza in special culturii noastre populare, o cultura care era deja 
familiarizata cu bogumilismul. 

Pe parcursul cercetarii noastre ni s-a intarit convingerea ca mitul faustic intra in 
structurarea literaturii fantastice, in crearea fabulosului §i a miraculosului, rnotiv pentru care 
am decis sa aprofundam prin analiza „cazul” Caragiale, prin intermediul catorva nuvele de 
gen ale autorului. 

Cum afirmam §i la inceputul demersului nostru, capva dintre scriitorii importanli ai 
literaturii romane si-au „hranit” operele din mitul occidental faustic §i 1-au considerat, fie un 
nucleu filosofic, fie un generator de tensiune specifica prozei fantastice. 

La I. L. Caragiale am extins analiza si asupra altor povestiri si nuvele care ilustreaza 
tema dezbatuta, ocazie cu care am propus o tipologie a diavolului trecuta prin „sita” fina a 
ironiei caragialiene, de o profunda factura folclorica. 

In literatura noastra, pactul cu diavolul reprezinta o injelegere, un targ, conform caruia 
unul sau altul dintre personaje isi vinde sufletul in schimbul tincrcpi, al puterii, al banilor 
§.a.m.d. Este o reinterpretare autohtona, prin urmare extrem de personala, care marturiscstc 
ceva despre modul romanesc de a gandi §i a in(clcgc cxistcnta, in toata complexitatea ei, cu 
cele vazute §i nevazute. 
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Abstract: In this paper, we shall deal with riddles, proverbs, sayings: their contextual nature, 
structural types and functions. There are arguments in favour of an ancient ritual origin of these 
species, which today is being updated in non-ritual contexts. 

Riddles presence the function of a test of initiation in ritual folklore (wedding repertory) and non- 
ritual folklore (fairy-tales), which proves that they belong to a cultural code of the group. Proverbs 
are memorable accumulations of folk wisdom and experience that may be compared with the maxims 
of other peoples ’ culture. Unlike proverbs, which express a complete judgement with all terms being 
specified, sayings synthesize the life experience of the group in an elliptical form and can only be 
understood if one is acquain ted with the cultural code to which they belong. 

By plastically synthesizing folk thinking, riddles, proverbs and sayings manifest their aesthetic 
function. If, in other folkloric categories, metaphor is less employed, in aphoristic and enigmatic 
structures it occupies the first position in the stylistic inventory of folk creations. 

These aphoristic and enigmatic structures prove the power of observation and wit of the Romanian 
people. 


Keywords: folk culture, identity, riddles, proverbs, sayings 


Introduction 

Aphoristic and enigmatic structures include proverbs, sayings and riddles. There are 
arguments in favour of an ancient ritual origin of these species which, today, are being 
updated in non-ritual contexts. For instance, the presence of Cantecul laccifu, a number of 
initiatory riddles symbolically intended for the groom but solved by the godfather, in the 
nuptial repertory of Bihor pleads for the ritual origin of the riddle. It is assumed that riddles 
stem from primitive patterns of thinking which underlay taboo language. Uttering a word 
would create, in the primitive view, a quasi-physical presence of the object or being it 
designated, which might have had a harmful effect on man; the harmful word was replaced in 
language by taboo substitutes, which most often created a metaphor or a metonymical 
paraphrase 1 . Riddles have preserved their initiatory function in ritual folklore (the wedding 
repertory) or non-ritual folklore (fairy-tales), which proves that they belong to a cultural code 


1 Pop, Mihai; Ruxandoiu, Pavel. Folclor literal• romanesc. Bucuresti: Editura Didactica si Pedagogica, 1976, p. 255. 
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of the group. Riddle performance at the villagers’ evening sittings, especially by young 
people, was a proof of wit and established the involvement in a type of closed knowledge, 
accessible only to members of the community. 

Proverbs have their own history, decoded in the history of nations from which they 
emanated, ever since their emergence and constitution within established, organised 
communities, when they felt the need to introduce and comply with certain rules of conduct, 
capable of guaranteeing their viability. These rules of cohabitation, concisely expressed and 
inscribed on the pediment of the imaginary temple of any man-shaping philosophy, can be 
easily compared to what we call proverbs 2 . 

Proverbs are memorable accumulations of folk wisdom and experience that may be 
compared with the maxims of other peoples’ culture. Unlike proverbs, which express a 
complete judgement with all terms being specified (e.g. Cine se scoala de dimineafa, departe 
ajunge ‘An early start makes easy stages’), sayings synthesise the life experience of the group 
in an elliptical form and can only be understood if one is acquainted with the cultural code to 
which they belong (e.g. a face zilefripte ‘give someone a hard time’). 

As regards proverbs, it has been noted that the fruits of human experience have not 
been preserved as flat formulas which are devoid of expressivity, but as highly suggestive 
expressions, but there are also non-metaphorical texts, therefore the whole corpus of proverbs 
does not make a literature 3 . Though created and developed in orality, aphoristic literature has, 
ever since the Antiquity, been affected by contaminations with written maxims and 
apothegms attributed to well-known creators, hence the difficulty to delimit what is pure oral 
tradition from what has penetrated into one area or another by means of the written word 4 . 
The great corpus of proverbs compiled by Iuliu Zanne 5 , one of the largest world collections of 
aphoristic literature, suffers precisely from the heterogeneity of sources (both oral and 
scriptural), while the folkloric authenticity of texts possibly originating from orality has not 
been verified yet 6 . 

Contexts of aphoristic and enigmatic structures 

Metaphorical proverbs involve a certain amount of knowledge so that their meaning 
could be understood. For example, a person from a culture that does not have information on 
the feeding behaviour of the crow or the hawk (the former dares not attack a big prey and 
often contents itself with leftovers or vegetal food while the latter is a redoubtable predator) 
cannot understand why it is better to be o zi §oim (‘a hawk for a day’) than un an cioara (‘a 
crow for a year’). As Pavel Ruxandoiu states, not only do proverbs [and riddles, for that 
matter, A/N] function (...) in acts of actual communication within their propositional content, 
but they are also invested with an additional semantic value, which cannot be reduced to the 
literal meaning of their lexical components. This additional semantic value is the result of a 
collective consensus authorised by tradition. By their nature itself, proverbs are used in the 
context of direct individual or group experiences 7 . Sometimes, antagonistic variants of the 


2 Mircea, Duduleanu. Introducere la Munca reflectcita inproverbele lumii. Bucuresti: Editura Albatros, 1972, p. VIII-IX. 

3 Idem, pp. 242-243. 

4 Ibidem, p. 244. 

5 Iuliu, Zanne. Proverbele romanilor din Romania, Basarabia, Bucovina, Ungaria, Istria$si Macedonia. Proverbe, zicdtori, 
povdtuiri, cuvinte adevarate, asemanari, idiotisme si cimilituri.Cu un glosar romdno-francez de...., vol. II, Bucuresti: 
Imprimeria Statului, Editura Socecu & Comp., 1885-1903, p. 423. 

6 Ruxandoiu, Pavel. Proverb si context, Bucuresti: Editura Universitatii din Bucuresti, 2003, p. 12. 

7 Idem, p. 42. 
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same proverbs may be encountered (Deceit un car de minte mai bine un dram de noroc. ‘An 
ounce of luck is better than a pound of wisdom’/ Mai bine un dram de minte decat un car de 
noroc ‘An ounce of wisdom is better than a pound of luck’.), which proves that texts included 
in the aphoristic literature do not communicate universal precepts of life, but synthesise 
singular experiences that are specific, up to a certain point, to the collective existence. 
Adjusting to the context also entails, sometimes, the transition of the proverb from a pattern 
of expression to another (“Alergi mult, mananci pujin. ” ‘Run more, eat less’/ ‘‘Cine alearga 
mult, mananca pip in ” ‘He who runs more eats less’/. 

The contextual nature of riddles is most conclusively illustrated by how difficult it is 
for the uninitiated in the group culture to solve them. Almost all metaphors that encipher the 
meaning of riddles include elements belonging to the traditional rural universe. 

The structures of proverbs, riddles and sayings 

The proverb is a succinct folk expression, having the size of a sentence or a complex 
sentence, which renders in a concise form a general truth confirmed by a collective experience 
and imposed by tradition. Proverbs represent the folkloric aspect of the aphoristic genre and 
are often defined as maxims or apothegms that became popular, or as common maxims 
spreading all over the world. A folkloric species, proverbs are closely related to sayings, but 
the two should not be confused. Unlike sayings, which have a characterising function and 
usually form the logical predicate of a judgment, proverbs correspond to complete judgments, 
expressed through independent sentences or complex sentences, and always contain a piece of 
advice, some teaching or ethical-philosophical appraisal. Proverbs are never used isolated but 
within particular verbalised or non-verbalised contexts the significance of which they 
emphasise, relating them to some general idea and in regard to which they function as genuine 
metaphors 8 9 . By frequently using allegory, metaphor, comparison in their inner structure, 
proverbs often come to life in versified forms or unrhymed sentences but with a highly 
pronounced syntactic rhythm. Proverbs are of ancient origin and apparently were the first 
forms of law of mankind. In developed folkloric cultures, they generally make up a real code 
of moral and social conduct. Through their rich content, including the most various aspects of 
human existence, proverbs, starting with Solomon’s famous books, the personal collections of 
ancient Greek and Roman philosophers and going as far as the large mediaeval collections, 
were meant for practical purposes. The 19 th century marks the transition to the research of 
proverbs as a genre of folk literature. Collections and dictionaries bring forward issues of 
systematisation of the vast material gathered, while theoretical researches aim to decode, in 
their content, essential aspects of the character of a people, connections with the history of the 
people. In Romanian written culture, proverbs appear first in folk books and the works of the 
great chroniclers. The first actual collection of proverbs belongs to Iordache Golescu ( Pilde, 
povafuiri §i cuvinte adevarate §i pove.fi), but the largest collection of this kind is that 
compiled by Iuliu Zanne. An original manner of treating proverbs is that of Anton Pann in 
Povestea vorbei 10 . 

The riddle is a species of folk literature, very concise in form, which presents, by 
means of allegories or personifications, an object or a phenomenon that require identification 
through logical associations. It is believed that riddles originate in ancient times, stemming 


8 Pop, Mihai; Ruxandoiu, Pavel. Folclor literal• romdnesc. Bucuresti: Editura Didactica si Pedagogica, 1976, p. 245. 

9 Nicolae, Constantinescu, Ioana-Ruxandra Fruntelata. Folclor. Bucuresti: 2005, Proiectul pentru invatamantul rural. 

10 Dicfionar de terminologie literara, Bucure§ti: Editura $tinRifica, 1970, pp. 263-264. 
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from the secret language of primitive tribes, aiming to test the skill and initiation of the youth 
into the concerns and secrets of grown-ups. Functioning as such, riddles were mentioned in 
folk-tales. Later, riddle became an entertaining game. In ancient times, riddles were noted by 
Aristotle. Professor Tudor Vianu defined the riddle as an open allegory, unlike the parable, 
which is a closed, finite allegory 11 . 

The saying is a folk, succinct and plastic expression, intended to suggestively 
characterise certain concrete situations or to reinforce an observation, an idea, a statement. 
Some sayings, through their characterising or reinforcing function itself, may suggest some 
advice, some counsel (e.g. Ai carte, ai parte ‘Knowledge is power’); others act merely as 
formulas that individualise in a suggestive manner (A intrat nora in blide approx. ‘A bull in a 
china shop’). The saying is a shorter formula as compared to the proverb; it is restricted to a 
phrase, rarely a sentence and cannot exist separately, therefore it is syntactically connected to 
the sentence or phrase which expresses the particular fact it defined 12 . 

From a structural point of view, research has distinguished two general types of 
proverbs: negative imperative ( La potmd laudat sa nu te duci cu sacul ‘Don’t count your 
chickens before they hatch’) and declarative (affirmative: Buturuga mica rastoarna carul 
mare ‘Little strokes fell great oaks’ and negative: Ulmul nuface pere ‘The elm does not grow 
pears’). Consequently, we shall distinguish (...) in the paremiological language three 
categories of expressions: sayings, imperative proverbs and proverbs proper [i.e. declarative 
-A/N] 13 . 

Structurally, riddles are versified creations, sometimes marked, in terms of category, 
by the presence of initial formulas ( Ghici ghicitoarea meal ‘Guess my riddle’; Cinel, cinel! 
‘Guess’; Ce e aceea? ‘What is it?’) and final formulas (Sai, omule/baiete de ghiceyte ‘Come 
and guess’; Zicefi to(i ca nu-i ay a! ‘You all say it isn’t so!’; Cine n-a ghici/ GatuI i-oi suci ‘I 
shall twist the neck of he who does not guess’). However, some appear as mere questions and 
it is the context that suggests they belong to the enigmatic literature: Cine trece valea yi nu se 
uda? (gandul) ‘Who crosses the valley and does not get wet? (the thought)’. The structure of 
the riddle may be interrogative ( Ce-i mai mic ca Dumnezeu/ §i mai mare ca-'mparatul? - 
Moartea ‘What is smaller than God but greater than the emperor? - Death’) or onomatopoeic 
(Fay, fay/ Prin paiy/ Paci-paci/ Prin copaci - Coasa ‘Fizzle lizzie through straws - The 
scythe’), but a detailed analysis of the examples also highlights other patterns of construction 
of the species. Another important role in the structure of the riddle is played by the 
introductory formula which requires the solving of the enigma: Ghici ghicitoarea mea , Cinel 
cinell, Ciumel ciumel\. Ovidiu Papadima distinguishes between riddle formulas in the south 
of the country (based on the verb a ghici ‘to guess’) and those of Transylvania (Cinel, cinel! 
and other similar ones), claiming that the meaning of a ghici covers the solving of an enigma, 
while a cimili ‘talk in riddles’ (from which cinel is derived) means to create an enigma, 
prompting the others to solve it 14 . Thus, a cimili and a ghici would denote two complementary 
actions, being equivalent to the verb pair a incifra/a descifra ‘encode/decode’. 

Noting the frequency of the verbs afi ‘to be’ and a avea ‘to have’ at the beginning of 
riddles, O. Papadima also distinguished between pseudo-observation riddles (starting from the 
verb a ft: Sunt doi fra(i gemeni,/ Vor sa se vada/ Dar un munte ii desparte (ochii) ‘There are 


ll DicJionar de terminologie literara , Bucure§ti: Editura ^tiin^ifica, 1970, p. 156. 

12 Idem, pp. 342-343. 

13 Pop, Mihai; Ruxandoiu, Pavel. Folclor literar romcinesc. Bucuresti: Editura Didactica si Pedagogica, 1976, p. 247. 

14 Ovidiu, Papadima. Literatura populard romand. Din istoria si poetica ei. Bucuresti: Editura pentru Literature, 1968, p. 
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two twin brothers, they want to see each other, but a mountain separates them - the eyes’) and 
pseudo-confession riddles (which begin with a avea: Am o puica;. Amu§ u alba,/ Amu§ u 

neagra (ziua §i noaptea) ‘I have a chick: now she’s white, now she’s black (night and day)’) 
15 
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Abstract: Kader Abdolah is the pen name of Hossein Sadjadi Ghaemmagami Farahani, created by 
joining the names of two of his friends, murdered by Khomeini’s regime. In his student years the 
writer was active in the resistance movement, first against the Shah Mohammed Reza Pahlavi, then 
against ayatollah Khomeini. In 1985 he becomes a political refugee, and in 1988 he settles in the 
Netherlands. The House of the Mosque (2005) was his best seller. This paper will focus on the 
relations between religion and politics in the historical context that the novel describes, a relation that 
can throw some light on theocratic regimes such as Khomeini’s. In the context of the transition from 
the traditional Muslim world to modernity, religion becomes an object of dispute and religious 
discourse becomes fundamentalist as it wants to incorporate political power. 

Keywords: religion, politics, clash of civilizations 


Lucrarea de fa^a i§i propune sa trateze subiectul raportului intre religie si politica, o 
tema centrala in contextul lumii islamice de astazi, amenintata de fundamentalism si terorism, 
intr-o perioada care a generat numeroase controverse. Este vorba de regimul ayatollahului 
Ruhollah Khomeini, instaurat in Iran dupa rcvolupa din 1979, a§a cum este reflectat in 
romanul scriitorului olandez de origine iraniana Kader Abdolah La poijile moscheii. 

Kader Abdolah e pseudonimul creat de Hossein Sadjadi Ghaemmagami Farahani din 
prenumele a doi prieteni uci§i de regimul lui Khomeini, devenit celebru in lumea literelor prin 
scntirpa de moarte (fatwa) pro nun pita asupra scriitorului indo-britanic Salman Rushdie §i 
arderea in public a carplor considerate o insulta la adresa religiei islamice. Ca student al 
Univcrsitapi de $tiintc din Arak, scriitorul a fost activ in miscarca de rezistenfa, mai intai 
impotriva §ahului Mohammed Reza Pahlavi, apoi a lui Khomeini, ca in anul 1985 sa 
paraseasca Iranul, cautand azil politic in Occident. In 1988 se stabile§te in Olanda, la Delft. 
Romanul La porjile Moscheii (publicat in 2005) a fost un bestseller, constituind biletul de 
intrare al lui Abdolah in literatura contemporana. 

Relapa dintre religie §i putere nu este perceputa omogen de catre toate tipurile de 
societati si comunitati umane. Astfel, in socictaplc tradiponalc, conservative §i destul de 
omogene, exista de obicei o fuziune intre institupilc religioase si cele politice. In schimb, in 
socictafilc moderne se observa o difcrcnpcrc clara a institufiilor politice §i religioase, care se 
pot raporta astfel: 

- institupilc politice sunt subordonate celor religioase, 

- institupile religioase sunt subordonate celor politice, 
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- amandouS se aflS intr-un echilibru de forfe. 

Avand in vedere lunga istorie a rSzboaielor religioase din Occident, cu tensiunile intre 
catolici si protestanfi, care au sfarsit in revolufii, detronSri §i massacre, si recentele conflicte 
dintre lumea musulmanS si cea crcstina (cu tcroristi de ambele pSrfi) e greu sS nu recuno§ti cS 
religia a avut, §i continuS sa joace un rol central in societate. AlSturi de semnalmentele fizice, 
ocupa(ie si nationalitalc, ea delineate identitatea socials a unei persoane. Identitatea religioasS 
devine importantS prin prisma rolului indeplinit de religie inSuntrul unei societSfi: prin 
structurile de loialitate religioasa, ea fimcfioneazS ca un liant, asigurand coeziunea sociala; pe 
langS rolul de integrare - mai lesne de observat in societSfile cu o singurS religie 
predominantS, ea are §i o funcfie de ordonare, stratificare §i ierarhizare. Vederile religioase 
oferS o baza in evaluarea prejudecSfilor, credintelor si a judecSfilor de valoare specifice unei 
societati. Din analiza fScutS de Max Weber in cartea sa Etica protestanta §i spiritul 
capitalismului, putem concluziona ca in religie isi au originea fenomene de amploare §i de 
mare relevanfS pentru lumea contemporanS, cum este capitalismul. 

Relatia religiei cu puterea a fost mereu una complicate. Biserica si statul s-au aflat 
adesea intr-un antagonism tacit, dacS nu fSfi§ §i declarativ .Tensiuni minirne intre cele douS 
nu pot exista decat daca sistemul religios alege solutia neimplicSrii, a retragerii din lume in 
contemplate §i misticism. Ceea ce, daca e sa fim reali§ti, nu s-a intamplat niciodatS, nici 
mScar in cazul buddhismului §i taoismului, doua religii care pledeazS pentru desprinderea 
totala de cele pSmante§ti. Relatiile incordate dintre Tibet si statul comunist chinez au fost 
intens mediatizate in presa occidentals, in genere pentru a arunca comunismul chinezesc intr- 
o luminS nefavorabilS, insS produsul nedorit al acestei mediatizSri a fost o stranie imagine a 
cSlugSrilor budisti - simboluri ale unei lini§ti impenetrabile - pSruindu-se si luandu-se la hartS 
in arena publics. DacS Biserica accepts §i recunoa§te autoritatea politics, incercand sS 
convietuiascS in armonie cu aceasta (in concordats cu idealul ortodox-bizantin al simfoniei 
puterilor), probabilitatea unui conflict e limitatS. In cazul in care, dimpotrivS, organ izafia 
religioasS crede cS rolul ei constS in a schimba societatea si statul, tensiunile se vor acutiza. 

Scopul acestei lucrSri este de a analiza societatea islamicS, asa cum transpare ea din 
romanul lui Kader Abdolah, pentru a dobandi o imagine de ansamblu asupra relafiei dintre 
religie §i putere in contextul istorie respectiv. AceastS relafie este necesarS pentru definirea 
unui regim teocratic, cum a fost cel al lui Khomeini, cu referire la teoria ciocnirii civiliza(iilor 
avansatS de politologul american Samuel P. Huntington in cartea The Clash of Civilizations 
and the Remaking of World Order. 

Primul indiciu asupra central itSfii viziunii religioase in viafa iranienilor ni-1 oferS chiar 
titlul: La potfile moscheii. Viafa spirituals a orasului Senedjan se desfS§oarS in jurul moscheii, 
tot asa cum politica se face §i se desface in incinta bazarului. Moscheea §i Bazarul, institufiile 
cu cea mai mare in fluents in oras, dcsi aflate intr-o certS opozifie funcfioneazS ca un tot 
armonios, legate prin personalitatea puternicS a lui Aga Djan, negustor de covoare, cu cel mai 
vechi magazin din oras, dar §i proprietar al „casei de langS moschee”, unde locuiau imamul si 
muezinul: „Negustorii de covoare au avut mereu un rol deosebit in istoria tSri i, iar, intre ei, 
Aga Djan avea un rol aparte, fiind atat conducStorul moscheii, cat si al bazarului.” 
(Abdolah: 11, 2008) Cele douS institufii fundamentale ale socictSfii tradifionale iraniene sunt 
dependente una de alta. Bazarul este principalul centru financiar §i economic al orasului, locul 
unde se deslasoarS comerful cu covoare, de secole indeletnicirea tradifionalS a persanilor. 
Negustorii din bazar au un cuvint greu de spus in privinfa imamilor (conducStorii moscheii); 
astfel, in momentul inceperii romanului, actualul imam, Alsaberi, nu intrune§te condifiile 
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necesare pentru a beneficia de sprijinul liderilor comunitapi deoarece nu este indeajuns de 
ferm pentru a critica politica pro- americana a Sahului: 

Aga Djan [...] §tia ca oamenii din bazar se plangeau, ca negustorii ar ft vrut ca reprezentantul 
moscheii sa fie mai plin de ardoare, dar ce putea face el impotriva firii lui Alsaberi? In ultima 
vreme ayatolahii il tot chemasera pe Aga Djan la Qom. I s-a pus in vedere clar ca geamia 
trebuia sa-§i schimbe atitudinea. Vroiau sa auda ca exista o pozipe ferma impotriva §ahului §i 
mai ales, impotriva Americii.[...]Qom era central lumii §iite. Top marii ayatollahi traiesc in 
Qom, de unde dirijeaza toate moscheile.Aceia din Senedjan era una dintre cele mai importante 
geamii din (ara. De aceea §i a§teptau ayatollahii mai multe din partea ei. (30) 

Aceasta situape se va schimba curand, caci in oras i§i face aparipa un imam tanar, 
Mohammed Galgal, care va deveni locpitor de imam dupa casatoria cu fiica lui Alsaberi si 
moartea celui din urma. Galgal vine la indemnul §i cu binecuvantatrea unuia dintre cei mai 
influenp ayatollahi din Qom, asa ca este cert ca mariajul cu fiica lui Alsaberi e unul politico- 
religios. Odata cu venirea lui, viaja moscheii se schimba. El cuccrcstc inimile credincioplor 
prin noutatea subiectelor abordate §i le treze§te admirapa prin vastele sale cunostinjc, 
incepand cu via(a pasarilor migratoare si a furnicilor §i terminand cu istoria aviapei §i teoria 
relativitapi. Galgal este un imam tanar, frumos, inteligent si ambipos, iar succesul sau este 
evident. El ii cuccrcstc pe to(i datorita modernitapi sale, tot asa cum Alsaberi daduse grcs din 
cauza inchistarii §i a tradiponalismului. Lumea din Senedjan e intr-un lent, dar ireversibil 
proces de transformare, care antreneaza toate straturile socictapi §i institupile fundamentale 
cum ar fi moscheea §i bazarul. Incet-incet bazarul isi pierde supremapa economica. Politica de 
industrializare a sahului deschisese portilc intreprinzatorilor straini, care construiau fabrici 
profitabile §i acumulau capital. Agricultura ,prin programul initial de Mitsubishi, urma sa se 
mecanizeze. Asistam la trecerea de la o economic locala la una globala, cu consecinje 
importante pentru stabilitatea structurilor sociale traditionale, ce incep sa se destrame. 
Schimbarile la nivel naponal determina altele pe plan local, insa, cum schimbarea 
mentalitajilor este un proces de durata, mult mai lent si mai complicat decat reforma 
economica, aceasta tranzipe de la o economic locala la una globala nu se face fara pierderea 
omogenitapi §i consensului comunitar : 

[...] ora§ul se schimbase profund. Ora§ul era administrat de straini.Acum capva ani, ii 
cuno§tea pe top reprezentanpi autoritaplor din localitate, oameni proveniji din familiile bune 
ale orasjului, fiii negustorilor din bazar. §i, atunci cand el, Aga Djan, intra intr-o cladire a 
administrapei publice, era imediat recunoscut de catre director. Acum, habar nu avea care erau 
directorii. Erau oameni care nu aveau nimic a face cu moscheea. Purtau costume stranse pe 
talie, cravata sp fumau trabucuri. Altfel spus, ora§ul era desparpt in doua: de o parte- edificiile 
§i locuitorii traditionali, de alta - noii directori, noii agent) de polipe, cladirile modeme, 
teatrele §i iubitorii de cinema. (85-86) 

Edificiile tradiponale, moscheea §i bazarul, sunt amen in talc de aval ansa modernitapi, 
iar trecerea de la Gemeinschaft (comunitate) la Gesellschaft (societate) nu e deloc una usoara 
sau lipsita de probleme.Conducatorii rcligiop sunt primii care reacponeaza in mod vadit (iar 
mai tarziu chiar cu violen(a) la schimbarile din societate, ce sunt vazute ca o amen in tare la 
adresa puterii si prestigiului de care se bucurau de secole. Dusmanii vizaji sunt in primul rand 
§ahul §i minQtrii sai, acuzaji de a fi vandut (ara americanilor. Radioul, televizorul §i 
cinematograful sunt inventiilc cele mai criticate, in primul rand ca embleme ale culturii 
americane, si in al doilea rand ca mijloace prin care sahul incerca sa-si atraga tinerii de partea 
sa, scopindu-i de sub inllucnta moscheii. 

Promotori ai modernita(ii tehnice sunt in primul rand tinerii: Shabbal, fiul muezinului, 
§i Nosrat, fratele cel mic al lui Aga Djan. La doar paisprezece ani Shabbal introduce 
clandestin in casa un televizor, pe care-1 monteaza in biblioteca, dupa ce-i smulsese unchiului 
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sau consimtamantul §i promisiunea ca, in acea seara, se vor aduna sa priveasca impreuna 
amerizarea, primii pa$i pe Luna ai omului. In discujia preliminary cu Aga Djan, argumentul 
suprem al lui Shabbal nu il constituie opinia sa, de altfel minoritara, ca imamul orasului 
trebuie sa fie la curent cu progresele facute in lume si in tara, ci revelarea faptului ca top cei 
care vin la moschee §i-au cumparat un televizor, chiar daca acest lucru nu era permis. In 
consecinja, in seara aterizarii pe Luna, barbapi se inchid in biblioteca spre a urmari 
importantul eveniment, in timp ce femeile, excluse de la acest ritual eminamente masculin, 
privesc uimite prin gaura cheii la ciudatele fascicole de lumina ce emana dintre rafturi. 

Locuitorii din Senedjan se adapteaza vremurilor moderne mai intai pe furi§, pe tacute, 
apoi din ce in ce mai deschis. In intimitatea casei sale, fiecare poseda un radio sau un 
televizor, dcsi acest lucru era interzis de ayatollahi. Proaspetele mirese aspira la nou- 
aparutele ceasuri de mana ca daruri de nunta, in oras se construicstc un cinematograf pe locul 
unui hammam dezafectat. De altfel cinematograful devine obiectul primului scandal de 
proporpi, care, fara intcrvenpa prompta §i injeleapta a lui Aga Djan, s-ar fi transformat intr-un 
masacru.Acesta este momentul in care vicplc celor din casa moscheii incep sa se indrepte spre 
tragicele evenimente din timpul regimului lui Khomeini, momentul in care Aga Djan 
con§tientizeaza ca lumea s-a schimbat definitiv, §i ca micul si pasnicul lor univers e pe cale de 
a se dezintegra. Agentul distrugerii nu e nimeni altul decat Mohammed Galgal, a carui 
aparenta modernitate ascunde o ambipc fanatica. Profitand de sprijinul comunitapi, printr-o 
predica inteligent de subversive, el rcuscstc sa ajaje spiritele si sa infierbante multimca, 
determinand oamenii sa-1 urmeze in incercarea de a impiedica inaugurarea cinematografului 
de catre Farah Diba, sopa §ahului Reza . Momentul e unul extraordinar de delicat, caci Farah 
Diba era insopta de o importanta fort a armata, si daca prestigiul lui Aga Djan n-ar fi fost mai 
mare decat intcligcnta manipulative a lui Galgal, oamenii ar fi sfarsit secera|i de mitralierele 
soldajilor. 

Aici for (a vechilor legeturi tradiponale, personalitatea echilibrate a lui Aga Djan si 
statutul sau superior sunt inca evidente, dar ele se vor eroda pe parcurs. Galgal devine unul 
dintre apropiapi lui Khomeini in timpul exilului sau, iar cand acesta se intoarce in Iran, 
instaurand un regirn al terorii dupe fuga sahului, Galgal este numit judecetor al lui Allah, cu 
drepturi depline de viajd §i de moarte asupra prizonierilor sdi. Cate legetura existe intre religia 
al cerei simbol e Khomeini §i regimul politic instaurat de el in numele lui Allah reiese din 
ordinele lui cdtre Galgal: 

America va face orice ii sta in putin(a pentru a ne rastuma. Vreau ca tot ce a ramas din fostul 
regim sa fie lichidat. Lichidap-i pe tofi cei ce se opun revolupei! Daca-i vorba de tatal tau, 
lichideaza-1! Daca-i fratele tau, lichideaza-1! Distruge tot ce sta in calea islamului.Tu e§ti 
insarcinat cu aceasta misiune §i nu mai ai de dat socoteala decat in fafa lui Allah! 
Demonsteaza tuturor ca rcvolupa este ireversibila. Incepe acum! Fara ragaz! 

Cuvintele- cheie sunt lichideaza si distruge, iar ele il schimbe definitiv pe Galgal: 

Acest Galgal nu mai avea nicio urma de asemanare cu acel Galgal care, odinioara, provocase o 
rascoala pentru a o impiedica pe Farah Diba sa inaugureze un cinematograf. 

A§a cum arata acum, cu turbanu-i negru §i barba lunga, care incepea sa incarun(casca 
pe barbie, radia de putere. §i, datorita funcfiei in care fusese promovat, urma sa inspire groaza. 
(209) 

Prima misiune al lui Galgal e sa-i lichideze pe liderii fostului regim, pnup prizonieri in 
cel mai mare abator din Teheran. In acest caz, el se dovcdeste mai degraba un calau decat un 
judecator, caci mai intai ii condamna la moarte, iar dupa aceea ii intreaba daca au ceva de 
spus. Dupa executarea acestora numeric cincisprezece imami tineri pe post de judecatori ai lui 
Allah, trimitandu-i in toate orascle mari pentru a-i lichida pe funejionarii vechiului regim. In 
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fa(a tribunalului islamic este adus si Ahmed Alsaberi, fiul defunctului imam al moscheii si in 
prezent imamul ei titular. Acesta e acuzat de a fi toxicoman §i de colaborare cu vechiul regim, 
deorece fusese surprins fumand opiu alaturi de nistc membrii ai serviciilor secrete. I se retrage 
dreptul de a mai sluji ca imam (confiscandu-i-se turbanul §i ve§mantul de imam) §i este 
condamnat la zece ani de inchisoare. Cruzimea calailor sai devine vizibila atunci cand ii 
adauga ceea ce ei numesc o pedeapsa exemplara: Ahmed este asczat invers pe un magar, si 
condus, sub loviturile cu pietre ale multimii, spre moschee, care, din locul statutului sau inalt 
§i respectabil devine sediul umilirii sale publice. Cat de cruda este aceasta pedeapsa putem 
realiza doar in contextul culturii musulmane, care este o cultura a onoarei §i pentru care 
umilirea - mai ales cea publica, reprezinta un supliciu mai in fi orator decat moartea. 

Aga Djan prime§te §i el o dubla lovitura: Tribunalul islamic ii confisca cheile 
moscheii, ce fusese de secole in proprietatea familiei sale, iar acest lucru ii §tirbe§te 
autoritatea pe care o avea in ora§; in plus, efortul de a-1 salva pe Ahmed si de a-1 apara de 
mulpmea intaratata se soldeaza cu un e§ec, fiind doborat la pamant si lovit cu salbaticie de doi 
sol dap. In incercarea de a-1 proteja pe Ahmed de loviturile multimii furioase, Aga Djan 
recurge la un simbol important al culturii musulmane: Coranul. Se interpune intre Ahmed si 
mulljmc, ridicand Coranul §i implorandu-i pe cei din jur, in numele carpi sfinte, sa-1 cruje pe 
Ahmed. Intr-un regim al puterii islamice se intampla ceva neastcptat, caci unul dintre soldaji 
ii smulge Coranul din maini, in timp ce altul incepe sa-1 loveasca cu putere. Aceasta lipsa de 
respect faja de un obiect venerat de musulmani sugereaza de fapt nereligiozitatea unui regim 
politic care acjiona in numele lui Allah. Regimul lui Khomeini este doar in aparenja unul 
religios; sub rnasca religiozitafii se ascund fanatismul si setea de putere. 

Lovitura de gratio o priincite Aga Djan mai tarziu, in timpul razboiului cu Irakul, cand 
unicul sau fiu, Djawad, arestat in timpul unei razii intr-un sat comunist, cunoscut ca sediu al 
gruparilor clandestine de stanga care luptau impotriva lui Khomeini, este condamnat la moarte 
de Galgal §i executat. Aga Djan, care inainte se bucura de prestigiu in lumea ayatollahilor din 
Qom, este respins cu brutalitate de ayatollahul Araki, atunci cand incearca sa-i vorbeasca de 
fiul sau, iar in moschee, cu pu§ca in mana, ayatollahul cere moartea tuturor celor banuip de 
legaturi cu comunismul. Dupa moartea lui Djawad, executat ca tradator de (ara, cel mai greu 
lucru pentru Aga Djan este sa gaseasca un loc de ingropaciune pentru fiul sau, deoarece era 
interzis ca pacatosii sa fie ingropap in pamant sfant. Ca un adevarat credincios, Aga Djan isi 
consulta Coranul §i-i cere lui Shabbal sa conduca masina cu ramasitcle fiului sau la 
Marzedjaran, un sat din apropierea Senedjanului. insa Coranul se dovcdeste a fi la fel de inutil 
ca atunci cand incercase sa-1 ajute pe Ahmed, iar Aga Djan este gonit din sat de o ceata de 
barbap furiosi. La Sarug, batranii satului, altadata plini de dcfcrenta in fa|a negustorului 
bogat, ii refuza cererea §i il implora sa piece pentru a nu le crea probleme. Disperat, Aga Djan 
se gandestc sa recurga la ajutorul lui Rahmanali, un om sfant §i respectat ce locuia in satul 
Djirja, insa nici aceasta nu-1 ajuta prea mult, caci oamenii din sat, alcrtap de caini, ii taie calea 
§i-l impiedica sa ajunga la casa intclcptului. In acest punct, toate structurile lumii tradiponale 
sunt clatinate din temelii, iar valorile vechii lumi, Coranul, oamenii sfinp, legaturile familiale, 
cultul stramosilor (Djirja era satul unde erau inmormantate toate rudele lui Aga Djan) si-au 
pierdut relevanja. De acum inainte se instaleaza domnia terorii absolute ca singura alternative 
la anarhie. In cele din urma, un strain misterios apare §i ia trupul lui Djawad, pentru a-1 
inmormanta intr-un loc la fel de misterios- insa lumea dimprejur se destrama sub presiunea 
unui regim politic necrujator: 

Durerea se lasase peste casa asemenea unui val negru.[...] Durerea ofilea plantele, capva pe§ti 

pluteau in bazin, cu burple in sus, iar pisica cea batrana rnurise. 
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Intre timp, un §ir infiorator de cxccu(ii ii secerase pe adversarii regimului; top fusesera 
ingropafi in afara ora§ului, la poalele muntelui, §i nimeni nu avea dreptul de a merge la 
mormantul celui drag. (256) 

Singura aparare in fa(a unui regim ce-§i lichideaza fara mila adversarii este terorismul. 
Cum partidul Tudeh, reprezentant al miscarii de stanga, fusese aproape in intregime distrus de 
Khomeini, singura grupare organizata ostila regimului ramasese cea a mujahedinilor. Aceasta 
se dovcdestc §i cea mai putemica, deoarece lupta impotriva regimului cu propriile sale arme, 
prin acte teroriste, atacuri sinuciga§e si atentate asupra ayatollahilor. Shabbal, care se 
alaturase gruparilor de stanga, il asasineaza pe ayatollahul Araki, cel care ceruse public 
moartea lui Djawal, §i din gre§eala si pe §oparla, fiul lui Galgal, o faptura ciudata, jumatate 
om, jumatate animal. Dupa incetarea epocii rcvolutici si a razboiului cu Irakul, cand Galgal se 
refugiase in Afganistan observand ca protectorul sau Khomeini suferea de dcmcn(a senila, tot 
Shabbal este cel care il urmarestc pana la Kabul si-1 ucide. In Shabbal, in ciuda spiritului sau 
modem, salasluicsc inca ramasitcle vechii culturi traditionalc. Departe de a li acte exclusiv 
politice, asasinarea lui Araki §i a lui Galgal reprezinta acte de justice, intreprinse in spiritul 
culturii musulmane a onoarei, care cerea razbunare. 

Cum apare a§adar relafia religie-putere? In prirnul rand, balanta inclina succesiv cand 
intr-o parte, cand intr-alta. La inceputul romanului rclatia este echilibrata, caci moscheea §i 
bazarul, cele mai importante institu(ii locale (ne aflam inca in mijocul unei societafi 
tradi(ionalc, gestionata local) se afla intr-un raport de interdependent^: moscheea reprezinta 
centrul spiritual al orasului, imamul este o personalitate respectata de comunitatea locala, dar 
numai daca e validat de bazar, sediul puterii economice si politice. Moscheea §i Bazarul nu 
pot supravietui una fara cealalta, §i acest fapt se oglinde§te in persoana lui Aga Djan, 
conducatorul atat al moscheei cat §i al bazarului §i personalitatea cea mai influenta din 
Senedjan. Lumea traditionala e intr-un ireversibil proces de descompunere, iar centrele puterii 
religioase si politice se deplaseaza, depasind cadrul comunitatii locale. 

Pe plan religios, moscheea incepe sa-§i piarda statutul primordial, iar imamii veniti sa 
slujeasca se dovedesc, intr-o mai mica sau mai mare masura, incapabili sa se ridice la 
inallimea chemarii lor. In acela§i timp §i Bazaml i§i pierde statutul privilegiat, sub presiunea 
noilor conditii economice. Comertul cu covoare, ce constitute secole de-a randul singura 
sursa importanta de profit pale§te in fata investitorilor straini care deschid fabrici profitabile si 
industrializeaza agricultura. Criza structurilor traditionale §i trecerea de la o economic locala 
la una globala constituie momentul propice pentru ca o mana de fanatici religio§i, condusi de 
ayatollahul Khomeini, sa proclame instaurarea regimului islamic, revolutia §i sa preia puterea 
din mainile sahului refiigiat in America. In acest moment, balanta inclina in favoarea religiei, 
care nu numai ca monopolizeaza, dar se §i identifica cu puterea politica. 

Regimul lui Khomeini a fost descris in ansamblu ca o teocratie. Teocratia reprezinta 
un regim politic in care puterea statala este legitimate exclusiv religios §i exercitata de o 
persoana aleasa de Dumnezeu (profet sau rege), de cler ori alta institutie sacra pe baza unor 
principii religioase. Termenul apare prima data la istoricul roman Josephus Flavius (sec.I 
i.Hr.), care-1 folose§te pentru a descrie forma de guvernamant a iudeilor. Asa cum e descris in 
romanul lui Kader Abdolah, regimul lui Khomeini e substantial diferit de cel al iudeilor, care 
beneficia de un cod de legi juste (Talmudul), §i din care asasinarea politica lipsea cu 
dcsavarsirc. In felul in care este prezentat, regimul lui Khomeini se plaseaza undeva intre 
teocratie si dictatura. Numirea judecatorilor lui Allah §i legea islamica impusa de ayatollahi 
constituie argumente in favoarea tcocraUci; lichidarea oponenfilor politici (chiar §i a celor de 
acccasi religie cum erau mujahedinii), condamnarile la moarte in lipsa unui proces, teroarea 




236 


Iulian Boldea, Cornel Sigmirean (Editors) 

MULTICULTURAL REPRESENTATIONS. Literature and Discourse as Forms of Dialogue 
Arhipelag XXI Press, Tirgu Mures, 2016 
ISBN: 978-606-8624-16-7 
Section: Literature 


clczlantuita §i incSlcarea flagrantS a drepturilor omului sunt trSsSturi caracteristice ale 
dictaturii. 

Pentru a intclcgc mai bine conditiile istorice care au fScut posibilS instaurarea unui 
regim teocratic-dictatorial, precum §i mecanismele sociale ce au contribuit la acest lucru, as 
dori sS sS rna opresc asupra unei teze celebre, cea a politologului american Samuel 
Huntington. Cele trei componente de baza ale teoriei lui Huntington, a§a cum e infapsata in 
The Clash of Civilizations sunt urmStoarele: in socictSple contemporane, valorile societSfii i§i 
au rSdScina in culturile religioase; diviziunea culturalS adancS intre lumea occidentals §i cea 
islamicS este cea legatS de valorile dcmocrapci; in epoca ulterioarS rSzboiului rece, „ciocnirea 
civilizapilor” cu originea in disputa asupra dcmocrapci reprezintS sursa principals a 
conflictelor etnice, nafionale §i intemafionale. 

SS ne oprim, pentru inceput, asupra primei prcsupozipi, aceea cS valorile socictStii 
sunt dictate de cultura religioasS. Iranul este o societate tradifionalS, in care codul etic §i 
comportamental este intr-adevSr fundamental religios. Agitata starnitS de politica pro- 
occidentalS a sahului, cu consecinfe grave asupra liberalizSrii moravurilor este primul semn de 
slSbiciune §i inceputul sfar§itului: femeile moderne renun|S la vSlul islamic, iar aparipa lui 
Nosrat la braful unei feniei ce purta fustS scurtS si ciorapi de nailon starne§te un mic scandal 
in Senedjan. O mai mare libertate a femeii presupune si o liberalizare a sexualitSpi: Nosrat 
face dragoste cu prietenele lui mai intai in bibliotecS, apoi chiar in turnul geamiei. Bunicile 
sunt atat de socatc de gestul sSu incat nici mScar nu se due sS-i raporteze lui Aga Djan, cSruia 
ii spuneau totul. Aja Djan descoperS pe biroul imamului poezii de dragoste scrise de o ferneie, 
in care aceasta i§i exprima deschis trSirea eroticS §i e profund cutremurat. Cu toate acestea, 
pSstreazS poemul in buzunar, iar noaptea, inainte de a face dragoste cu soli a sa, ii cere sS se 
dezbrace, o rugSminte ncobisnuitS §i chiar neortodoxS, pe care ea o atribuie unui deranjament 
la stomac. Sofia sahului, Farah Diba, militeazS activ pentru eliberarea femeilor islamice si 
egalitatea dintre sexe: pentru a inlStura analfabetismul, pregSte§te invSfStoarc tinere, ce 
rcnunfS la vSlul islamic si sunt trimise in cele mai indepSrtate cStune spre a propovSdui 
modemitatea; construie§te clinici pentru femei §i inaugureazS centre culturale unde ,,femei 
tinere citeau, in prezenfa ei, poeme in care vorbeau despre trupul lor” (95) 

,,Rcvolupa albS” a §ahului nu este insS bine primitS de oameni; as a cum explica 
Frederic Jameson, in vreme ce infrastructura economics se poate schimba intr-un ritm 
accelerat, suprastructura culturalS (credintc, obiceiuri, valori, atitudini) este mai rigidS §i se 
schimbS intr-un ritm mult mai lent. In vreme ce modemitatea tehnicS este unanim imbrapsatS, 
mai intai pe ascuns, apoi din ce in ce mai vizibil, panS §i de regimul lui Khomeini, a cSrui 
primS imagine dupS sosirea din exil este transmisS la televizor (in cadru Khomeini apare 
contempland o busolS), liberalizarea moravurilor este un fenomen ce starncstc o puternicS 
rcac(ie de impotrivire. Cand Farah Diba inaugureazS clinica pentru femei din Senedjan, 
bazarul se scandalizeazS vSzand cS infirmierele nu purtau decat un halat transparent, de sub 
care li se vedeau chilofii albaftri. Noua poezie persanS scrisS de femei este privitS ca 
blasfemie de ayatollahi, care se folosesc de ea spre a dovedi cS cei ce serveau regimul sSpau 
la rSdScinS islamul: „Femeile voastre sunt insultate [...] fetele voastre nu mai sunt in sigurantS 
in aceastS (arS a pierzaniei.” (95). Cinematograful este atacat de Galgal deoarece acolo se 
difuzau filme americane de dragoste, insS Khomeini se transforms intr-un admirator fervent al 
celei de-a §aptea arte atunci cand Nosrat ii sugereazS producerea unor filme autohtone, in 
acord cu ideologia republicii islamice. 

Intoarcerea din exil a lui Khomeini §i instaurarea republicii islamice se produc pe 
fondul nemupumirii generale si a ncpopularitSpi crescande a regimului sahului. Grescala 
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acestuia fusese sa creada ca pop schimba o mentalitate predominanta de veacuri in cajiva ani. 
Ayatollahii preiau puterea in numele islamului, insa incercarea de a se reintoarce la vechile 
strucuri traditionale e de la bun inceput sortita e§ecului. §ahul incercase sa grabeasca un 
inevitabil proces de modernizare; ayatollahii vor sa-1 intrerupa definitiv. Ambele eforturi se 
dovedesc insa la fel de nerealiste, si fanatismul liderilor religio§i, eliminand din start orice 
compromis, dczlantuic teroarea. in acest sens, faptul ca sigurul supravic^uitor din casa 
moscheii ramane Aga Djan, o personalitate matura §i echilibrata constituie o pledoarie pentru 
calea de mijloc; in vremuri tulburi, cand totul se clatina in jurul tau, tot ce pop face e sa 
rczisti. Sa rezi§ti tcnta^iei extremelor, puritapi, idealismului. 

in ceea ce privcstc a doua components a tezei lui Huntington, §i anume ascrpunea ca 
diviziunea culturala intre Occident si Islam i§i are originea intr-o diferen|a de opinie asupra 
valorilor democratice, ea a fost infirmata de un studiu al cercetatorilor Pippa Norris §i Ronald 
Inglehart, publicat de Cambridge University Press in 2004 si intitulat Sacred and 
Secular.Religion and Politics Worldwide. Cartea reune§te studii detaliate asupra religiei §i 
politicii §i are la baza rezultatele preluate in urma a doua valuri de chestionare ( World Values 
Survey), efectuate intre 1995-1996 §i 2000-2002 in 70 de (ari , acoperind 80% din populapa 
globului. in capitolul Religion and Politics in the Muslim World, pe baza unor studii ample, 
autorii, Inglehart and Norris, afirma: 

The original thesis erroneously assumed that the primary cultural fault line between the West 
and Islam concerns democratic government, overlooking a stronger cultural divide based on 
issues of gender equality and sexual liberalization. Cohort analysis suggests that as younger 
generations in the West have gradually become more liberal towards sexuality, this has 
generated a growing cultural gap, with Islamic nations remaining the most traditional societies 
in the world. The central values separating Islam and the West revolve far more centrally 
around Eros than Demos. (152) 1 

De§i autorii observa ca sprijinul acordat autoritaplor religioase este mai puternic in 
socictaplc musulmane decat in Occident, acela§i lucru se intampla si in alte zone ale globului 
cum ar fi Africa sub-sahariana si napunilc catolice din America Latina. Ceea ce constituie 
adevarata diviziune culturala nu este important acordata valorilor democratice, ci chestiuni 
privind egalitatea sexelor, divorpd, avortul §i liberalizarea sexuala. 

Analizand romanul La potfile moscheii din aceasta perspective, putem in(elegc mai 
bine de ce regimul lui Khomeini a venit la putere cu acordul aproape unanim al maselor, dar 
§i-a pierdut popularitatea si sprijinul acestora pe parcurs, transformandu-se intr-o dictatura. 
Suspnatori ai moravurilor tradiponalc, ai dominatici masculine si valului islamic, ayatollahii 
se pliaza pe mentalitatea populara, pro fund indignata in faja politicii de liberalizare intreprinsa 
de sah si de sopa acestuia. Pe intreaga durata a razboiului cu Irakul, regimul lui Khomeini se 
confrunta cu o criza de proporjii, a carei rezolvare itnpune masuri deosebit de severe. 
Imposibilitatea sau neputin|a regimului de a solujiona in mod adecvat aceasta criza duce la 
instaurarea dictaturii si a incercarii regimului de a-si neutraliza oponcntii prin mijloace 
violente, tortura, execupi, asasinate politice. in timpul acestei crize, valorile religioase ce 
asigurau legitimitatea acestui regim se destrama (sunt reprezentative in acest sens disprejuirea 


1 Teza originala se baza pe prezumpa gre?ita ca linia demarcanta ce desparte cultural Occidental de Islam se refera la 
guvemarea democratica, ignorand o prapastie culturala adanca in ceea ce prive§te problema egalitabi sexelor liberalizarea 
sexuala. Grosul analizelor sugereaza ca in vreme ce generapile tinere din Occident au devenit mai liberale in privin^a 
sexualita^ii, acest fenomen a generat o falie culturala, na^iunile islamice ramanand societa^ile cele mai traditionale din lume. 
Valorile centrale ce separa Occidental de Islam sunt legate mai degraba de Eros decat de Demos.’’(trad, mea) 
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Coranului si atitudinea ayatollahului Araki discutate anterior), iar supravicfuirca politica a 
republicii islamice este asigurata prin teroare. 

Doua episoade sunt in mod special relevante pentru validarea tezei propuse in 
capitolul Religion and Politics in the Muslim World. In primul, Aga Djan descopera ca 
imamul locfiitor adus de el dintr-un sat indepartat dupa fuga lui Galgal are o legatura 
amoroasa cu Zinat, vaduva lui Alsaberi. Dupa regula islamica, care ingaduia unui barbat sa se 
culce cu o femeie atunci cand era departe de nevasta legitima, nu savarscau niciun pacat. Insa 
cand il descopera pe imam mancand boabe de struguri dintre sanii lui Zinat, intre pietrele 
funerare din cavoul moscheii, Aga Djan isi pierde cumpatul §i-l alunga. Cu toata 
personalitatea sa deschisa si calma, Aga Djan se dovcdcstc a ft produsul tipic al comunitafii 
sale, intoleranta la excese sexuale §i lipsa de pudoare. Al doilea episod descrie incercarea lui 
Nosrat de a realiza un documentar despre viafa lui Khomeini pentru CNN. In paralel cu 
imaginile filmate pe fur is in care aparea Khomeini, Nosrat inregisteaza, mai mult pentru el 
insusi, o banda cu secvenfe din viafa lui Batul, Sofia lui Khomeini. Personalitatea ei il 
fascineaza, iar ea se arata camerei fara val, mandra de parul §i de frumusefea ei. Evident, 
serviciile secrete il aresteaza chiar in momentul in care viziona filmul despre Khomeini 
impreuna cu corespondentul CNN. La proces, pledoaria sa - bazata pe caracterul istoric al 
filmarii si importanfa ei pentru patrimoniul cultural - aproape ca il salveaza. Agenfii 
serviciilor secrete descopera insa banda video cu Sofia lui Khomeini, in care ii filmase si 
camera si patul, iar acest lucru ii semneaza condamnarea la moarte. Faptul ca o surprinsese pe 
Batul in intimitate §i fara val era de neiertat. 

A treia components a tezei lui Huntington se refera la cauza conflictelor din lumea 
modema, pe care el o identifica ca Hind ciocnirea dintre civilizafii. Ciocnirea dintre civilizafii, 
dupa cum am vazut mai sus, nu are la baza disputa privind valorile democratice, ei o prapastie 
adanca intre moravurile sexuale liberale ale Occidentului §i tradifionalismul musulman. 

Valorile culturii occidentale (in spefa americane) promovate de politica sahului sunt 
cele ce trezesc indignarea si nemulfumirea populara; liderii religio§i pro fit a de aceasta stare de 
lucruri pentru a-§i intari autoritatea din ce in ce mai diminuata de procesul de modernizare al 
farii, §i reu§esc sa instaleze republica islamica. in predicile sale atat de iubite de credincio§i, 
Galgal se pronunfa impotriva comercializarii romanelor americane ieftine §i a filmelor de 
dragoste din cinematografe. Predica prin care reu§e§te sa mobilizeze mulfimea impotriva 
deschiderii noului cinematograf consta intr-o insiruirc scurta §i stranie de cuvinte aparent fara 
nicio legatura intre ele:„America”, ,,Timpurile s-au schimbat. America este prezenta peste 
tot!” si „Allah! Allah!” (69). America, ca simbol al culturii occidentale este numita Satan de 
ayatollahi. intr-o discufie cu Shabbal, Galgal ii infafi§eaza acestuia istoria Iranului in termenii 
teoriei conspirafiei , insistand asupra faptului ca, pentru a deveni o super-putere mondiala, 
America avea nevoie sa controleze Iranul, deoarece acesta se afla in proximitatea URSS. 
Venirea la putere a sahului este descrisa in felul urmator: 

in toate intersecfiile din Teheran au fost instalate tancuri americane, iar parlamentul a fost 
ocupat. Au facut in a§a fel incat, in strada, au ie§it apoi sute de bandifi, criminali §i prostituate, 
purtand pancarte cu portretul §ahului. Ziua urmatoare, §ahul, insofit de un grup de agenfi CIA, 
s-a intors la palat. §ahul nu este decat o marioneta §i trebuie sa piece, iar americanii sa se duca 
§i ei cu el. (45) 

Cu siguranfa, aceasta este o vedere unilaterala. Oricat de controversata, politica 
§ahului facuse din Iran (in anii 60-70) una dintre farile cu cea mai mare cre§tere economica 
din lume, iar alianfa cu americanii (geografic departe de Iran) era motivata de o politica din ce 
in ce mai agresiva a fostului bloc sovietic, care-§i facuse deja simfita prezenfa in Azerbaidjan. 
De altfel, dupa instaurarea republicii islamice, membrii partidelor de stanga sunt lichidafi unul 
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dupa altul, dovada ca si Khomeini urma politica §ahului de a asigura independent Iranului 
prin limitarea amestecului Uniunii Sovietice in treburile statului. Doar metodele difera. §ahul 
a preferat sa acjioneze diplomatic, prin alian|a cu SUA, Khomeini tiranic, prin distrugerea si 
asasinarea comuni§tilor. 

Vederile anti-americane ale lui Galgal reprezinta de fapt pozitja ayatollahilor din Qom, 
care urmareau preluarea puterii. In acest scop, ei incearca sa transfonne moscheile in 
portavocea propriilor interese. Numai a§a ne putem explica de ce Aga Djan este chemat la 
Qom pentru a i se repro§a ca actualul imam, Alsaberi nu este destul de ferm in exprimarea 
unei pozitii anti-americane. Religia devine mijlocul prin care ayatollahii isi castiga de partea 
lor poporul, din ce in ce mai nemultumit de schimbarile produse in t r &- Devenind un 
instrument in preluarea puterii, ea i§i pierde caracterul autonom si fort de dinainte: de aceea 
Aga Djan da gres consultandu-§i Coranul pentru a gasi un mormant fiului sau, iar cartea 
sfanta se dovede§te neputincioasa in fa(a forjei brute a soldatilor. Astfel, de§i la prima vedere 
s-ar parea ca in raportul politica-religie balanja inclina in favoarea celei din urma, in realitate 
lucrurile stau invers. Regimul lui Khomeini este in latitat in paginile romanului ca o dictatura 
in care religia e folosita ca o scuza pentru crima. Ceea ce nu corespunde esenjei si rolului sau 
in societate. Adevarata religie tncjioneaza ca un liant, unind, nu dcspartind, integrand straturi 
sociale diverse §i promovand valorile tolcrantci §i cooperarii. 

De§i regimul lui Khomeini e descris in tonuri sumbre, ca un mod de a manipula 
oamenii cu ajutorul religiei - instrument cscntial in preluarea puterii, romanul se incheie cu o 
nota optimist, un fragment din Coran despre esenta dumnezeirii, §i in consecint si a religiei: 

El este lumina, 

Lumina izvorand dintr-o firida 
Sticla ii este o stea scanteietoare, 

Hranita de uleiul unui maslin 
Ce-i binecuvantat. 

Este cscn(a care lumineaza 
Ea singura, aproape... 

El este lumina, 

Lumina din lumina.” (300-301) 
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NICOLAE balotA-cicA NI$TE CRONICARI URMUZ 


Mirela Dredetianu 

Assist. Prof., PhD, University of Medicine and Pharmacy 


Abstract: Of all monographs ofNicolae Balota ’s, the most interesting one is about Urmuz, the text 
being built on a few directions: 

To the small inferno 
Comments to Bizarre pages 
Urmuziana. 

Along with a balanced writing of 160 pages, we believe that the success of the monograph, unequaled 
in recent years, refers to the ability of the critic to approach an imaginary absurd and to form a 
speech apt to grow into a series as the one about absurd literature, using irony, sarcasm, ridicule. 
Nicolae Balota refuses from the beginning an avant-garde style text, particularly in the style of Geo 
Bogza, Sa§a Pana or Ilarie Voronca about the registrar who was named Dimitrie Dim. Ionescu- 
Buzau. 

This monograph is a touchstone for older or newer literary criticism, since the critical speech is 
bivocal: once there is an attempt to perceive the world of Urmuz’s work, and secondly an 
individualized dialogue, in reply to a possible experience in a world surrounded by spaces and 
malebolgia, a world similar to Ars diaboli of the world of Urmuz. 

Analyzing the works of Urmuz is based not on a quest of psychology, as most lecturers of absurd 
literature do, but on discovering the pleasure of scenes, Nicolae Balota thinking that Urmuz’s 
obsessions are based partly on bodies that partially fill the stage, discovering Ab-Norma, a logical 
absurdity, paralogic with aesthetic value. The aesthetic surprise that Urmuz’s work causes is valuable, 
not only by discovering the infantile pleasure of playing with words, or by discovering the pleasure of 
causing monsters, but by the need of acedia. Selfironization of the spirit means selfirony, remoteness, 
the presence of evil as excessive sensitivity to what it is not. 

Keywords: Urmuz, absurd, acedia, malebolgia, Ab-Norma 


in cadrul coloanei vertebrale a literaturii, Nicolae Balota cauta in absurd un precursor 
absolut §i nu-1 descopera in Caragiale, ci in textele lui Urmuz, model pentru autonomia 
discursului §i, mai ales, pentru peisaje semnificative, ce descopera in conventional dramaticul, 
iar escnta dramaticului ramane parodicul, parodicul alcatuit, in special, din discurs stereotip, 
din idei deja revues, din cli§ee.Surpriza estetica pe care i-o provoaca opera lui Urmuz este mai 
valoroasa, nu doar prin descoperirea placerii infantile de a se juca cu cuvintele, sau prin 
descoperirea placerii de a provoca monstri, ci prin nevoia de acedie. Autoironizarea spiritului 
inseamna peste tot autoironie, departure, o prczenta a raului ca o sensibilitate excesiva pentru 
ceea ce nu este. 

Ritualul teatral i se pare lui Nicolae Balota bazat pe un sentiment al contrariilor, pe o 
adevarata cursa a destinului, unde sinceritatea devine ambigua prin rasturnarea comicului. 
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Nicolae Balota relateaza, de altfel, diferite glume rail natc ale lui Urmuz ce pun in evident o 
anumita doza de malipe, de descompunere a existenjei umane. 

Alaturi de constructia echilibrata,credem ca succesul monograllci, inegalat in ultimii 
ani, line de capacitatea lui Nicolae Balota de a se apropia de un imaginar absurd si de a forma 
un discurs apt sa se dezvolte in serie cum a fost acela despre literatura absurdului, folosind 
ironia, sarcasmul, ridicolul. 

Nu se poate nicaieri spune ca Nicolae Balota nu este un me§ter, nu se poate nicaieri 
spune ca el dcpascstc obiectul cercetarii, dar, sigur, se poate afirma ca unele trasaturi ale 
operei sale, fiind baroce, seamana cu catedrala de tip Gaudi, o viziune dorit dinamica 
continuata in serii infinite §i neterminate. 

Nicolae Balota refuza din start un text in stil avangardist si, mai ales, in stilul lui Geo 
Bogza, Sa§a Pana sau Ilarie Voronca, despre ajutorul de grefier, acela care a purtat numele de 
Dimitrie Dim. Ionescu-Buzau. 

Intalnirile cu mama acestuia, Eliza dr. Ionescu-Buzau, sau cu sora poetului, Eliza 
Vorvoreanu, demonstreaza ca fiul doctorului Dimitrie Ionescu-Buzau a mostcnit din familie 
placerea pentru nume, de fapt, o placere pentru masca, ce, la randul ei, construicstc caracterul. 
De altfel, un hazard, un portret asimetric, construit de un straniu autor care semneaza Teewan, 
un portret imaginar al lui Urmuz, trimite la elipticul personaj Stamate, iar majoritatea operelor 
lui Urmuz contin cate un portret construit prin combinarea unor elemente bizare,posibila 
replica la opozipa autoritara a tatalui,Dimitre Ionescu-Buzau,medic oculist la Copca §i 
profesor de igiena populara,un oxymoron ce va caracteriza si personalitatea fiului. 

Opozipa familiei fat,a de arta,precum si aceea fat,a de peregrinarile sale,moartea tatalui 
§i a fraplor,casatoria surorilor, il fac pe avocatul tacut,Demetru Dem.Demetrescu-Buzau, sa se 
insingureze §i sa refuze mariajul. Razboiul si tr isle tea melancolica a sublocotenentului il 
indeparteaza de concertele de la Ateneu §i, paradoxal, postul de grefier il apropie de muzica sa 
adorata. 

Rctincm, din aceasta pasiune, evadarea in note muzicale, intr-o lume a contrapuctului, 
pe care celibatarul le inscrie in misticul sau eu. Nu se §tie exact care este personalitatea sa, 
sigur ca primele povestiri grotesc-absurde circulau in lumea fraplor si pasiunea pentru 
vestimentapc creeaza, din gluma si joe, un sistem apreciat de prieteni §i, postum, de fani. 

Exista o scrisoare, din 11 ianuarie 1922, in care tanarul grefier ofera redactorului 
“Cugetului romanesc”„ereziile” sale §i, intrucat Paginile bizare au fost adresate lui Tudor 
Arghezi, acestea apar sub numele de Urmuz, absurd nume al tatalui lui Algazy, Grummer, 
Ismail, Gayk, locuitori in lumea de hartie a literelor. Precum in masca, apare o dubla acpune 
de evidenpere §i de ascundere, de impartaprc §i de tacere, care se termina in 23 noiembrie 
1923, cand grefierul este descoperit impu§cat pe §oseaua Kiseleff, fara sa existe o cxplicapc 
reala asupra cauzelor sinuciderii. 

Interesant ni se pare si faptul ca Tudor Arghezi va continua, in proza sa, elementele de 
structura absurda din Pilnia §i Stamate , din Ismail fji Turnavitu. Cu toate ca majoritatea 
criticilor accepta aceste texte precum nistc farse, in realitate, Magistrul Urmuz e un initiator in 
itinerarul prin intennediul spiritului, in care se pot recunoa§te atat elemente monstruoase cat §i 
peregrinari in lumea mastilor. Este important ce se vede, cu ce se imbraca personajele, dar 
sufletul lor nu apare niciodata: „Gayk este singurul civil care poarta pe umarul drept un 
sustinator de arma. El are gitlejul totdeauna supt §i moralul foarte ridicat. Nu poate fi ostil 
multa vreme cuiva, dar din privirea-i piezi§a, din dirccpunea ce ia uneori nasul sau ascupt 
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precum p din imprejurarea ca este aproape in permanent ciupit de varsat p cu unghiile 
netaiate, ip face impresia ca este in tot momentul gata sa sara pe tine pentru a te ciuguli.” 1 

Caracterul este inexistent, iar personajele sunt insopte de false imagini care se sprijina 
unele pe cele lalte, niciodata ncpiind care e csctpa. Personalitatea nu mai e rodul unor virtup, 
alunor sacrificii, ci e pur si simplu o forma a descompunerii ornului in artilicii, precum se 
intampla cu Fuchs: „Doua din sunetele ce il compunea, alterindu-se prin trecere de timp, 
degenerasera unul in o pereche de m us tap cu ochelari dupa ureche, umbrela care impreuna cu 
un sol diez ce ii mai ramase, dadura lui Fuchs forma precisa, alegorica p definitiva.” 2 

Nicolae Balota este prirnul care observa ca lumea absurda este o lume plina de robop, 
o lume a metamorfozelor si a imitapilor. Personajele sadice, precum Gayk, se ciugulesc 
digestiv-domestic, pentru a termina printr-o pace rupnoasa, iar ceea ce e corelat cu violcnpi 
poate fi interpretat, fie falic (ciocul), fie sadic (ciugulitul). 

Oamenii sunt redup la nipe combinapi ce sugereaza ca animalicul este mai puternic 
decat umanul p Nicolae Balota este unul din autorii obsedap de descoperirile mecanismelor 
combinate din opera lui Urmuz. Cel mai puternic personaj starnind anxietate este Cotadi, 
acela care are, in^urubat in jurul feselor, un capac de pian cu care „baga in speriefi' si 
intimideaza clicnpi, pe cand acolitul sau, Dragomir, exercita o teroare putemica. 

In literatura universala cuplurile mecanomorfe au intrat cu ajutorul metamorfozei in 
oniric, o data cu tablourile stupefiante, dar p o data cu avangardismul de la inceputul 
secolului al XX-lea, avangardism in care obiectele bizare, ciudate, creeaza literar o persistent 
a memoriei. 

Cel mai important in masca personajului este corpul. In lumea lui Urmuz corpul este o 
haina p a nimici hainele inseamna a distruge corpul, iar, dimpotriva, a te imbraca cu o rochie 
de gala, facuta din stofa de macat de pat, cu flori mari caramizii, si apoi a te agata de grinzi 
inseamna exhibarea personalitalii, dupa cum magulirea grotesca inseamna sorcovirea acesteia. 
Gayk doarme in frac si in manup albe, iar in timpul zilei se imbraca cu o perdekpa cu 
brizbizuri, imbracamintea bind un semn al puterii ornului mecanomorf, precum la Cotadi, ce 
poarta o imbracaminte de pi,a direct pe piele. 

Bizareriile vestimentare inseamna o fuga de nuditate, de originalitate p o complacere 
intr-un joe al perspectivelor inchise. Personajele contempla cu extaz infinit, traind intr-o 
celula fie aerisita, fie neaerisita. 

Nicolae Balota se amuza el insup enumerand imaginarul absurd, locurile privilegiate 
ale spapului in care homo viator are mereu tentativa de a pleca, e§uand de fiecare data. 
Fiintelc acestea compozite traiesc in nipe bolgii erotice, caci primele contacte sunt tuburi, 
palnii, benocluri, mecanisme aparent inocente care, cu demonie, creeaza o arta diabolica, 
precum Fuchs, faptura casta, muziciana p sensibila, prinsa intr-un ceremonial fixde tip 
infernal cu Afrodita: „Drama a inoccn(ei care nu poate fi recipigata o data ce a fost pierduta. 
Fuchs a cazut din Olimp, in Haos, adica pe Pamint, din alcovul Afroditei in casa “slujitoarelor 
placerii”. E adevarat ca, acestea, intr-o imprecatic in cor (pandant la imnul muzelor din 
Olimp), vorbesc paradoxal despre caderea lui Fuchs... in sus! „Rupne aceleia care dep 
stapina noastra, a Olympului p a lumii nu a piut sa te hpeleaga p refuzindu-p iubirea p arta 
te-a facut sa cazi atit de sus!” 

Eros inseamna, deci, in spiritul textelor urmuziene, seducpe p coruppe. Stamate p 
Fuchs sint victimele unei seducpi demonic-tehnice. Ismail p Tumavitu, in schimb, sint 


'Nicolae Balota,l/nnM^.Editura Dacia,Cluj,1970,p.41 

2 idem,p.45 
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seducatori. Ismail cultiva viezuri “in fundul unei gropi din Dobrogea, unde ii intrctinc pina ce 
au implinit virsta de 16 ani §i au capatat forme mai pline, cind, la adapost de orice raspundere 
penala, ii necinste§te rind pe rind §i fara pic de mustrare de cuget”. §i in acest caz ca §i in 
Pilnia $i Stamate, sau in alte texte ale lui Urmuz, raporturile erotice leaga - in mod bizar - 
“omul”, de o laptura din alta specie. Cuplul erotic e alcatuit din finite apartinind unor regnuri 
diferite (omul cu sirena-pilnie, cu viezuri, cu foca, cu gaina etc.). Scduc(ia e practicata asupra 
unei fapturi avind o anumita inocen(a. Cu viclenie, Ismail se pune la adapost de orice 
raspundere juridica, atunci cind necinstcstc fiintc abia nubile. De fapt, chiar puritatea ii atrage 
pe ace§ti seducatori.” 3 

Descrierea bolgiilor erotice are ca finalitate personalitatea sadomasochista, constants a 
operei lui Urmuz, obsesie pe care Nicolae Balota o trateaza cu umor §i clctasarc. La fel ca si 
nastcrca lui Fuchs, Nicolae Balota este un pur, absolut inocent, dar are ureche celesta §i 
nastcrca sa feciorelnica echivaleaza cu o ini(icrc prima, un fel de autodelectare echivalenta cu 
o inoccn(a si o castitate deosebita. A§a cum, in Pilnia §i Stamate, opereaza misterul infinit al 
marii, sau dupa cum, in Fuchsiada, opereaza farmecul misterios al noptii, tot asa opera lui 
Urmuz il seduce pe criticul literar. Ceremonialul critic este tulburator, precum acela al rcla(ici 
dintre Fuchs si Afrodita, dar intalnirea lui Nicolae Balota cu opera lui Urmuz e mai mult decat 
o initicre in inocenta, scduc(ic si corup(ic. Este o relate nuanfata, de tip erotic, cu obiectul 
estetic. Legatura de inima dintre opera lui Urmuz si personalitatea lui Nicolae Balota poate fi 
obscena, in raportul seducator-sedus folosit de insu§i criticul literar: „Coborind in bolgiile pe 
care le ocupa obscda(ii erotici ai lui Urmuz, observam ca raportul seducator-sedus apare sub 
specia imperecherilor monstruoase. Mitologia erotica urmuziana propune imagini ale unor 
perverse raporturi sexuale cum brutis. Bizare legaturi a caror bestialitate pare naturala, 
inocenta, eroilor in§i§i. Nevasta anonimului din Plecarea in strainatate il banuie§te pe sotul ei 
ca intrctinc “legaturi de inima” cu o foca. Eros bufon? Parodie a paradei amoroase? Da si nu. 
Un anumit misoginism se degajeaza din aceste texte. Schema rela(iei eroticee, in mod 
esential, aceea a omului care idealizeaza o femeie, pentru ca apoi, dezamagit, sa o alunge de 
pe piedestal. Femeia, pentru Urmuz pare sa nu fie niciodata, cu adevarat, femeie. Ea e fie 
“sirena”, Afrodita, fie “viezure”, ori o“pilnie” genitala. Izgonit de Venera (pe care, de fapt, o 
dezamagise), Fuchs se refugiaza in templul sordid §i mercantil al profesionistelor amorului. 
Dar si “slujitoarele placerii” il izgonesc, amcnintindu-1 cu “eventuala descarcare a supararii 
lor lichide”. 4 

Deosebirea dintre Nicolae Balota si ceilalti critici literari (ine de mecanismul interior 
al criticului care nu violenteaza opera, ci, dimpotriva, o lauda. Subcapitolul Sadomasochism 
ar putea sugera o oarecare voluptate perversa, legata de o nota adolescentina a criticului literar 
ardelean: „Ca §i cuplul Cotadi-Dragomir, asociatii Algazy-Grummer se complac in atacuri 
sadice. De fapt, Grummer - cel cu ciocul de lemn aromatic - e perversul care “prin tot felul de 
manopere” il determina pe Algazy sa paraseasca magazinul, apoi ca si Cotadi isi atrage 
victimele, “insinuant” si “pe nesimtitc” in discufii cu caracter gratuit - mai ales sport §i 
literatura. in s firs it, “cind ii vine bine, te plesne§te de doua ori cu ciocul peste burta, de te face 
sa alergi afara in strada, urlind de durere”. Toate aceste violence sadice ale eroilor lui Urmuz 
nu sint lipsite de o anumita doza de “copilarie”. §tim ca sotiilc infantile sint adeseori foarte 
brutale, iar raportul calau-victima, exista, bine marcat, in lumea copiilor.” 5 


3 ibidem,pp.79-80 

4 ibidem,p.81 

5 ibidem,p.84 
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Simbolul (aru^iului si simbolurile imbracarii §i dezbracarii se suprapun foarte bine 
peste Vina ne§tiuta, capital central al analizei 

Caci magistrul critic mediteaza asupra Binelui, Raului §i Suferinfei din perspectiva 
teodiceei, adica a contradicpei intre credin^a intr-un Dumnezeu atotputernic §i bun §i cxistcnta 
raului si a ncdreptapi in lume. 

Precum Urmuz, Nicolae Balota e de acord ca raul e activ in lume, iar binele e pasiv: 
„Dar Urmuz nu e doar ginditorul care cugeta in abstracto la problemele binelui §i raului 
metafizic, la Teodicee. II vedem preocupindu-se de activitatea Binelui, pomind de la 
constatarea pasivitapi Binelui si a reprezentanplor sai. Are o reflecpe de moralist, intr-o 
insti in^arc, notata cu cifra 578, din caietul sau de Cugetari: “Pina cind ace§ti oameni, care-si 
zic buni si nobili, vor continua cu pasivitatea lor fa^a de prostia si rautatea pe care - de sila sa 
nu se murdareasca, - se feresc sa o asvirle?! (Oare) daca ai §tiut sa ocole§ti si sa-p astupi 
nasul, inseamna ca murdaria nu poate sa creasca si sa miroasa mai rau?!... Si atunci numai 
energia de a avea sila §i inteligenja de a §ti sa ocole§ti vor fi de ajuns sa faca ca rautatea §i 
prostia sa devina mai pupn active decit sint, iar bunatatea §i upelepciunea mai putin pasive?” 
Izolarea aristocratica a celor “buni §i nobili”, fariseismul celui care condamna raul de care - 
dintr-un puritanism fals - nu vrea sa se atinga, sint condamnate. Magistrul Urmuz este adeptul 
inipativci in lupta pentru promovarea, pentru activarea Binelui. Observam ca pesimistul care 
considera Binele pasiv §i atribuia “activitatea” doar Raului, obsedatul “murdariei”, al “rautaU i 
§i prostiei”, credea intr-o posibilitate a intcrvcntici, intr-o activizare posibila a “bunatapi §i 
in(clepciunii”. 6 

Urmuz a pendulat, de-a lungul vie^ii, intre viapl §i moarte si s-a implicat, prin 
sinucidere, in ceea ce inseamna o capitulare, precum personajele sale Stamate sau Ismail, 
numite si cadavre vii. Pe de alta parte, Nicolae Balota crede ca exista un dincolo, o Nirvana, §i 
apologul metafizic se suprapune, in cazul operei lui Unnuz §i al gandirii lui Nicolae Balota, 
atunci cand acorda credintci un credit, chiar daca, psihologic, ascezele, utile sau inutile, sunt 
asociate cu rituri §i ceremonii ale purificarii, ale exorcizarii raului, fie cu ajutorul postului, fie 
cu ajutorul vcncrapci, fie cu ajutorul actelor bizare absconse. 

Tot ceea ce pnc de stereotip, tot ceea ce este raportat la cifre sugereaza existenja unei 
drame familiale, ironizata §i niciodata marturisita. Rclapa cu tapi, urmarita atent in 
monografia Urmuz, reprezinta, pentru noi, o stare revelatorie pentru insap drama lui Nicolae 
Balota: „Dramele de familie sint frecvente in aceasta lume in care Familia inseamna conflict, 
in care tirania e legea comunitapi legata de (arus. Ca si Stamate care se elibereaza printr-o 
aventura erotica, eroul anonim din Plecarea in strainatate, un pater familias, incearca o 
evadare de acasa. In aceasta narapune exista un raport bizar intre tata si un flu despre care nu 
ni se spune nimic. Tatal vrea sa evadeze dar, “Sentimentul puternic §i neinvins de tata il trase 
insa inapoi la tarm... “ Evident, ironizare a paternitapi, dar §i a legaturii matrimoniale. Caci, 
eroul are o sope roasa de “viennele geloziei”, “con§tienta de indatoririle ei de sope”, 
“ambipoasa ca orice femeie”, care il rctinc, brutala, cu odgoane, atunci cind el incearca, 
pentru a doua oara, sa evadeze. Ironia suprema la adresa viepi conjugale apare in “singura 
dorin(a” a sojului, aceea de a-si serba “nunta de argint”. Ironizarea comemorarii 
matrimoniului e evidenta si prin pregatirile de festivitate ale sojului, pregatiri care sint 
identice, de fapt, cu un masacru.” 7 


6 ibidem,p.88 

7 ibidem, p.105 






245 


Iulian Boldea, Cornel Sigmirean (Editors) 

MULTICULTURAL REPRESENTATIONS. Literature and Discourse as Forms of Dialogue 
Arhipelag XXI Press, Tirgu Mures, 2016 
ISBN: 978-606-8624-16-7 
Section: Literature 


A§adar, precum in majoritatea excursurilor asupra literaturii romane §i asupra 
literaturii universale, Nicolae Balota incearca sa se cunoasca pe el insusi atunci cand e 
dedublat, scindat: „La Unnuz, cuplul nu e auxiliar eroului (decit intr-un singur caz absurd, 
acela al anonimului din Plecarea in strainatate, care e ajutat - ca eroii din basme - de “cele 
doua batrine ra(c ale sale”), ci e insusi eroul. Eroul apare scindat, dedublat. O sciziune 
ciudata, mai curind decit o uniune sta la originea cuplurilor urmuziene. Evident, ii vedem uni(i 
prin legaturi de ascultare, prietenie, printr-o complicitate. Dar, de fapt, ei nu pot fi Unul. §i, 
inainte de toate, pentru ca intre ei exista un raport de putere, de stapin fa|a de sluga. Ismail e 
stapinul, ca §i Cotadi, ca §i Algazy. Sluga e umila, servila, stapinul prepotent. Sluga ascunde 
insa reverve de agresivitate, de revolta impotriva stapinului care il tiranizeaza. Stapinul se 
poate arata generos, binevoitor, “inima caritabila” ca Ismail, care ia sub protccpa sa pe 
Turnavitu. Dar se sluje§te de el, il exploateaza, ii da obligatii de sambelan al viezurilor. Pentru 
a-i fi pe plac, Turnavitu se supune la cele mai slugarnice acte (ritualul de diminca(a, cu 
“magulitul” pe rochie, scuze viezurelui, etc.), se preschimba in unealta pura in bidon.. ,” 8 

Asocierile cuplurilor ciudate stapan-sluga, tiran-tiranizat, reprezinta asocierea cu Altul. 
Chiar daca opera literara analizata e reprezentata de Altul, de strain, de rival, Nicolae Balota 
socoate, fara cxccppc, ca orice sufcrinta creatoare de comunicare vizeaza structurile umanului 
ca atare. Daca personajele se vor ele insele obiecte, daca accepta corup(ia §i ceea ce 
invrajbe§te omenirea, atunci trecerea de la figurat la concret, de la denotativ la conotativ, 
asociaza motive literare livre§ti si orale, care, in final, se dovedesc a fi cu minupc grotesca un 
spa^iu in care funcponcaza legea critica. 

Ceea ce ramane din amandoi scriitorii este ideea de homo ludens, de caracter ludic al 
scrierii si de placere de a vedea in apocalipsa literaturii nastcrca acesteia: „Duhul nega^iei care 
se folose§te de mecanismul ironiei recurge si la o anume mecanica umoristica. Textele lui 
Urmuzreveleaza o modalitate a comicului ca sentiment al contrariului, intrucitva, in sensul 
dcfinitici pe care Pirandello o dadea “umorismului.” 9 

Analizand categoria estetica de umor, Nicolae Balota creeaza o vrajita lume a surselor 
de inspiratio §i mai ales un mister si un cult in|eles drept un gand despre absurd. Rclatia dintre 
Urmuz §i adoratorii sai este vadita, la Nicolae Balota, drept o forma avangardista, iar 
posteritatea critica inseamna ca inten^ia de arta a lui Urmuz a creat o adevarata trena de 
admiratori printre care se numara Nicolae Balota, i§i face, involuntar autoportretul. 
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THE THEME OF THE CITY IN LITERATURE. URBAN VISION(S): 

GUY VAES AND JULIEN GRACQ 


Adina Irina Forna 

Assist., PhD, Technical University of Cluj-Napoca 


Abstract: The urban theme is found in various subjects and disciplines: sociology, geography, 
anthropology, ethnology, urban engineering, painting, photography, literature, filmmaking, etc. The 
town theme proves to be essential for the human “subject” who perceives the city, decomposes it only 
to have it reconstructed in and by discourse, thus giving it an important subjective side. This article 
aims to look with new eyes at the writings of Guy Vaes and Julien Gracq - two of the writers who 
unveil their own vision of this complex space to their readers, in the context of its presence in 
universal literature. The stakes of this paper are the journey from the referent to the text, the game of 
creation, the authors’sensitivity and the “written city”. 

Keywords: city, literature, real/fictional space, affectivity, transgression. 


Histoire (litteraire) de la ville 

Qu’elle soit metropole, banlieue ou petit bourg, la ville sert de cadre a de nombreux 
recits, realistes, oniriques, fantastiques, mais elle peut aussi devenir personnage de fiction, 
ainsi que sujet d’une reflexion philosophique, historique ou esthetique. Objet de la description 
dans les recits de voyage ou dans les ecritures a caractere intime, la ville s’avere un espace 
complexe, en perpetuelle transformation : c’est un endroit privilegie pour la flanerie, un 
univers cosmopolite qui engendre la diversity culturelle, un lieu de memoire qui porte les 
traces de l’histoire. Mais avant de se constituer comme sujet de la pensee et d’etre transposee 
dans 1’espace litteraire, la ville s’est constitute comme entite sociale abritant une communaute 
organisee. 

Etymologiquement, « ville » provient du latin villa qui signifiait « ferme, maison de 
campagne ». Les villas gagnent en importance a travers le temps et deviennent des villages ou 
des villes. Le nom change lui aussi de sens : au Moyen Age le mot devenu « vile » avait deja 
le sens d’« agglomeration formee autour d’une ancienne cite, sur le terrain d’anciens 
domaines ruraux ( villce ) ». Le Petit Robert definit la ville contemporaine comme « milieu 
geographique et social forme par une reunion organique et relativement considerable de 
constructions et dont les habitants travaillent, pour la plupart, a l’interieur de 1’agglomeration, 
au commerce, a l’industrie, a 1’administration ». l L ’Encyclopedic du XVIIF siecle en offre une 
definition similaire : « assemblage de plusieurs maisons disposees par rues, et fermees d’une 


1 Pour l’etymologie du mot « ville », nous avons consulte le CD-ROM du Petit Robert, version electronique du Nouveau Petit 
Robert. Dictionnaire alphabetique et analogique de la langue franqaise. Texte remanie et amplifie sous la direction de 
Josette Rey-Debove et Alain Rey, Bureau Van Dijk, Editions electroniques, Bruxelles, 2012. 
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cloture commune, qui est ordinairement de murs et de fosses. Mais pour definir une ville plus 
exactement, c’est une enceinte fermee de murailles, qui renferme plusieurs quartiers, des rues, 
des places publiques, et d’autres edifices. » 2 

Pierre Merlin etablit dans son etude d’urbanisme 3 les etapes que parcourt la ville dans 
son evolution historique : la cite antique ; le declin urbain au Moyen Age ; la periode de la 
Renaissance, suivie par le baroque et le classicisme ; linalcment, l’ere de la ville industrielle. 
La cite antique fut fondee autour des premieres croyances et des premieres institutions (le 
mariage, la famille, la parente, les droits de propriety et de succession). La famille s’est 
etendue et s’est transformee en tribu et l’alliance des tribus a fait apparaitre les premieres 
formes d’organisation sociale que nous pouvons improprement designer comme des « villes ». 
Ces caracteristiques se retrouvent en Egypte, en Grece, en Chine, en Mesopotamie, a Rome et 
dans les villes precolombiennes. Dans la litterature de cette periode, la ville a souvent une 
apparence legendaire et elle ne constitue pas le sujet du discours des ecrivains, mais sert 
plutot de cadre aux evenements. Uruk dans VEpopee de Gilgamesh, Carthage, Troie, Thebes 
evoquees par Homere ( Iliade , Odvssee ) et Virgile ( Eneide ) sont quelques exemples des plus 
connues villes antiques presentes dans les textes litteraires. 

La chretiente medievale ne s’est pas accompagnee d’une grande tradition urbaine : en 
Occident, les villes romaines ont ete ravagees par les invasions barbares ; Byzance, devenue 
Constantinople, s’est effondree apres sa prise par les Croises. En revanche, des villes 
commercantcs sont apparues : les villes de foires. Au XII e siecle et au debut du XIII e siecle, 
des fonctions tres diverses sont attributes aux villes dans les textes fictionnels : fonction 
patronymique, embleme de l’ennemi, lieu de retraite et de repentir. La ville a defendre 
represente pour le chevalier Toccasion de prouver son courage, comme dans les romans de 
Jean Renart, ou la ville est a la fois acteur du recit et lieu de representation des valeurs 
chevaleresques. Le Decameron de Boccace presente la ville de Florence ravagee par une 
epidemie de peste noire ; Les Contes de Cantorbery de Geoffrey Chaucer sont inspires par 
cette meme cite qui etait devenue un grand centre de pelerinage pendant le Moyen Age a 
cause du sanctuaire de l’archeveque canonise Thomas Becket, abrite par la cathedrale de la 
ville. 

Un interet croissant pour Tarchitecture se manifeste pendant la Renaissance. La 
dimension militaire devient plus visible et conduit a des structures qui permettent un meilleur 
controle de la ville (les villes-forteresses). En Italie et en Espagne surtout, la Renaissance est 
remplacee par le baroque aux XVII e et XVIIF siecles. En France, l’art renaissant evolue vers 
le style classique, caracterise par le souci de l’ordre et de la raison, et par la volonte de creer 
des ensembles urbains complets, voire des villes nouvelles. En Angleterre, l’art neo-classique 
accorde une grande importance au pay sage (pares, jardins, squares). A cette epoque, Thomas 
More imagine Utopia, un espace qui represente la perfection de 1’organisation sociale, 
politique, geographique et urbanistique ; la cour et la ville y sont des configurations ideales, 
vehiculant leur langage, leur imaginaire et leurs modeles de subjectivite. Par contre, pour La 
Bruyere et La Rochefoucauld, la cour est un systeme clos ou est « elabore » le caractere. Dans 
l’imaginaire libertin du XVIIF siecle, la cour est presentee comme un lieu de plaisir et de 
depravation morale, pendant que la ville devient le theatre de toutes les metamorphoses 


2 Denis Diderot, Jean le Rond D’Alembert (sous la direction de), L 'Encyclopedie ou Dictionnaire raisonne des sciences, des 
arts et des metiers, tome dix-septieme, VENERIEN-Z, 1995, BNF, Gallica Bibliotheque numerique, p. 277, disponible 
sur : http://gallica.bnf.fr/ark:/12148/bpt6k50549q.image.f278.1angFR , consulte le 15 novembre 2016. 

3 Pierre Merlin, L ’urbanisme, Paris, PUF, coll. « Que sais-je ? », 1991, 127 p. 
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associees a la culture de la modernite. La grande ville telle qu’elle est representee par 
Montesquieu ou Rousseau, est synonyme de l’artifice et de l’alienation, de la desolation et de 
la degradation. Jean-Jacques Rousseau decrit Paris de maniere tres pejorative, en opposant ses 
esperances a cette ville qu’il n’aimait guere : 

Combien l’abord de Paris dementit l’idee que j’en avais ! [...] Je m’etais figure 
une ville aussi belle que grande, de 1’ aspect le plus imposant, ou l’on ne voyait 
que de superbes rues, des palais de marbre et d’or. En entrant par le faubourg 
Saint-Marceau, je ne vis que de petites rues sales et puantes, de vilaines maisons 
noires, fair de la malproprete, de la pauvrete, des mendiants, des charretiers, des 
ravaudeuses, des crieuses de tisanes et de vieux chapeaux. Tout cela me frappa 
d’abord a tel point, que tout ce que j’ai vu depuis a Paris de magnificence reelle 
n’a pu detruire cette premiere impression, et qu’il m’en est reste toujours un secret 
degout pour l’habitation de cette capitale. Je puis dire que tout le temps que j’y ai 
vecu dans la suite ne fut employe qu’a y chercher des ressources pour me mettre 
en etat d’en vivre eloigne. 4 

Dans les Lettres persanes de Montesquieu, Paris est montre a travers ses habitants. Le 
texte evoque la mentalite parisienne de l’epoque, la haute societe, son hypocrisie et son 
manque de valeurs. La cite donne l’impression d’un monde grouillant et corrompu : « II n’y a 
personne qui ne sorte de cette ville plus precautionne qu’il n’y est entre : a force de faire part 
de son bien aux autres, on apprend a le conserver ; seul avantage des etrangers dans cette ville 
enchanteresse. » 5 

L’urbanisme neo-classique demeure dominant jusqu’a la fin du XIX e siecle, mais la 
revolution industrielle et 1’extension des grandes villes entrainent des realites sociales 
nouvelles : les ouvriers et les pauvres habitent desormais les banlieues. Dans Les Mysteres de 
Paris, livre publie en feuilleton a partir de 1842, Eugene Sue illustre ces categories sociales et 
denonce les conditions qui engendrent le mal et le crime. L’ecrivain russe Vsevolod 
Krestovski evoque, quant a lui, les quartiers mal fames de Saint-Petersbourg. Helene et Gilles 
Menegaldo presentent une courte histoire de 1’apparition des mythes urbains du XIX e siecle : 

Ainsi naissent les «mythes noirs» urbains ou sont reactives des themes 
empruntes au roman gothique : les catacombes et les bas-fonds remplacent les 
souterrains des chateaux medievaux, la nuit en surgissent d’inquietantes figures de 
predateurs ou de monstres. A Londres, la cartographic labyrinthique est heritee de 
Ann Radcliffe et le touriste qui s’y meut a l’aise se nomine Dracula et le 
promeneur presse - Mr Hyde : les themes de la decadence et de la degenerescence 
sont omnipresents. Les metaphores medicales et organiques abondent sous la 
plume des ecrivains qui palpent le grand corps urbain malade, chez Defoe la 
fiction reactive les themes du vampirisme sous couvert de realisme. L’imaginaire 
de 1’apocalypse est deja present dans la fiction victorienne qui brode sur le theme 
de la ville qui disparait. C’est au coeur des tenebres de l’enfer urbain que se 


4 Jean-Jacques Rousseau, Les Confessions, premiere partie, preface de J.-B. Pontalis, texte etabli par Bernard Gagnebin et 
Marcel Raymond, notes de Catherine Koenig, Paris, Gallimard, coll. « Folio », 1990, pp. 211-212. 

5 Montesquieu, « Lettre LVIII », in Lettres persanes, edition etablie et presentee par Jean Starobinski, Paris, Gallimard, coll. 
« Folio », 1990, p. 154. 
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deroulent, a soixante ans d’intervalle, les explorations symetriques de Charles 
Dickens aux Etats-Unis et de Jack London a Londres. 6 

Les poetes romantiques exaltent la ville-brasier, le promeneur emporte par la foule, 
s’abandonnant au charme des mines. II ne faut pas oublier les representations realistes 
(Balzac) ou naturabstes (Zola) de l’espace urbain. Rodenbach et Elskamp decrivent une ville 
vecue et revee, qui se fait miroir de la vie interieure. Dans Bruges-la-Morte, Rodenbach 
realise le portrait d’une ville triste, reflet des etats d’ame du personnage apres la rnort de sa 
femme : « Et comme Bruges aussi etait triste en ces fins d’apres-midi ! II l’aimait ainsi ! C’est 
pour sa tristesse meme qu’il l’avait choisie et y etait venu vivre apres le grand desastre. » 7 

Tantot morne et melancolique, tantot mouvante et tumultueuse, la vision de chaque 
ecrivain tient de sa propre sensibilite. Par la presentation de la grande ville symboliste dans 
les « Tableaux Parisiens », Charles Baudelaire devient le precurseur de nombreux ecrivains 
du XX e siecle. Pour un auteur comme Nabokov, Berlin, lieu de l’exil, du deuil, de la gene 
materielle, c’est une ville refusee, quoiqu’il la choisisse en tant que cadre de plusieurs de ses 
romans. L’image de la ville prolifere dans la litterature rnodeme et contemporaine ; nous n’en 
precisons que quelques titres : Les Villes tentaculaires d’Emile Verhaeren, La Ville de Paul 
Claudel, La Ville morte de Gabriele D’Annunzio ou Zone de Guillaume Apollinaire marquent 
la profondeur et la diversite de la representation du theme urbain. 

La presence de la ville dans la litterature d’apres-guerre impose l’analyse de sa 
transformation dans le contexte economique et social de l’epoque, ainsi que du role de 
l’ecrivain en tant que temoin de ce bouleversement dont il est fascine. La representation de la 
cite dans l’espace de l’ecriture illustre une qualite du langage des auteurs, ainsi qu’une qualite 
des lieux qui, d’une certaine maniere, « parlent». L’homme « pense » la ville, la desire, la 
possede, lui prete des traits humains et la transforme de cadre en personnage de roman. Le 
sentiment urbain donne de cette maniere un sens aux attitudes de l’homme envers la cite qu’il 
habite, visite ou tout simplement traverse sans aucune intention d’y sejourner. 

Visions urbaines modernes : Guy Vaes et Julien Gracq 

Parmi les ecrivains de langue fran 9 aise du XX e siecle qui se sont interesses au theme de 
l’espace urbain, on retrouve Guy Vaes, auteur beige francophone, et Julien Gracq, auteur 
frangais, ecrivains contemporains, quoique Gracq ait ete de presque vingt ans l’aine de Vaes 
et qu’il ait ete, dans une certaine mesure, un des auteurs que l’ecrivain beige lisait et 
appreciait deja a ses debuts litteraires 8 . Une certaine affinite, voire parente, entre ces deux 
auteurs - en partie due aux similitudes de revolution de la litterature beige francophone, 
respectivement frangaisc, dans le contexte social d’apres-guerre - est determinee par leur gout 
de la promenade et du voyage, leur besoin de reverie, leurs preferences pour les lisieres et les 
frontieres et surtout le regard particulierement poetique qu’ils posent sur l’espace urbain. De 
plus, leur rapprochement n’est guere etranger au fait que, parmi les nombreux ecrivains qui 
ont exploite le theme de la ville dans la litterature contemporaine, Vaes et Gracq sont de ceux 
qui ne peuvent pas etre reellement integres a un courant litteraire precis. L’ecrivain beige est 


6 Helene et Gilles Menegaldo, « Presentation», in Les imaginaires de la ville. Entre litterature et arts, disponible 
sur : http://www.pur-editions.fr/couvertures/1221724466 doc.pdf , consulte le 16 novembre 2016. 

7 Georges Rodenbach, Bruges-la-Morte, texte etabli d’apres l’edition originale de 1892, choix de variantes par Christian 
Berg, preface de Fran?ois Duyckaerts, lecture de Christian Berg, Arles/Bruxelles, Actes Sud/Labor, coll. « Babel », n° 11, 
1989, p. 25. 

8 Entretien personnel avec Guy Vaes, Anvers, le 22 novembre 2008. 
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pourtant considere un maitre du realisme magique 9 : la preface de son premier roman, 
Octobre long dimanche, signee par Jacques De Decker, designe ce roman comme « l’un des 
exceptionnels exemples, en langue franchise, de realisme magique » 10 . Julien Gracq, quant a 
lui, est souvent designe comme un representant du surrealisme, surtout en vertu de son amitie 
avec Andre Breton et de son premier roman * 11 , Au chateau d’Argol. L’auteur lui-meme affirme 
dans l’« Avis au lecteur » de ce livre : « II n’est peut-etre pas tres necessaire de presenter un 
recit dont le contenu peut passer pour s’apparenter visiblement [...] a certains ouvrages d’une 
ecole litteraire [le surrealisme] qui fut la seule [...] a apporter dans la periode d’apres-guerre 
autre chose que l’espoir d’un renouvellement [...] » 12 . 

Une courte presentation des ecrivains est un element essentiel pour mieux cerner leurs 
visions de la ville. Guy Vaes a ete longtemps l’auteur d’un seul livre, Octobre long dimanche , 
un roman qui a suscite les commentaires elogieux de plusieurs personnalites litteraires. 
Originaire d’Anvers, de souche flamande done, rnais d’expression fran9aise, il est passionne 
des bandes dessinees, des romans fantastiques et des recits de science-fiction, dessinateur qui 
adore le jazz, mais egalement promeneur epris du crepuscule anversois, des cimetieres 
victoriens et du port singapourien. Puisque le travail journalistique l’empechait de se 
consacrer pleinement a l’ecriture, la photographic a compense, durant plus de vingt ans, le 
desir de creation. Dans son ecriture comme dans ses photos, on peut toujours remarquer son 
regard attentif qui capte l’insolite et l’etrangete de la vie quotidienne. En tant que joumaliste, 
il a visite de nombreuses villes qui ont alimente son imaginaire ancre dans un vaste topos 
geoculturel, mais ses ecrits trahissent une predilection pour la capitale britannique. En 1978, il 
publie l’album Les Cimetieres de Londres qui reunit des photographies et des textes inspires 
par cet univers urbain. Ce premier livre sur l’espace londonien est suivi d’un livre de geo- 
poetique, Mes Villes. Son deuxieme roman, L’Envers, couronne par le prestigieux prix 
litteraire Rossel - considere le Goncourt beige -, se situe dans la lignee de la creation comme 
experience du dedale. Citons enfin un autre roman qui evoque la problematique identitaire et 
la dimension labyrinthique de l’espace urbain : L ’Usurpateur. 

Julien Gracq, ne a Saint-Florent-le-Vieil, aux bords de la Loire entre Nantes et Angers - 
professeur de geographie et d’histoire sous son vrai nom, Louis Poirier, et ecrivain sous le 
pseudonyme de Julien Gracq - fut des son enfance un observateur attentif des paysages 
sauvages de la Bretagne et un grand admirateur du port nantais. Les livres, la promenade et la 
nature ont compte dans la formation du futur ecrivain qui resta pourtant geographe dans ses 
ecrits litteraires. La fascination que l’espace urbain peut exercer sur l’imaginaire gracquien est 
illustree par la parution de La Forme d’une ville et d’un recueil de fragments qui livre un 
portrait litteraire de la Rome mythique : Autour des sept collines. Cette relation physique et 
imaginative avec les lieux et les paysages acquiert un sens particulier pour 1’illustration de la 


9 Un court article de Ghislain Cotton affirme que « ce roman restera un des grands classiques du realisme magique et 
poetique qui, avec des nuances diverses, impregne toute son oeuvre ».Ghislain Cotton, « L’oeil et la plume », in Le Vifi 
Texpress, le 18 janvier 2002, p. 71. 

10 Jacques Dc Decker, « Preface », in Guy Vaes, Octobre long dimanche, Bruxelles, Editions Jacques Antoine, coll. « Passe 
Present », n° 16, 1979, p. 8. 

11 Dans un article paru dans Les Nouvelles litteraires le 4 mars 1939, Edmond Jaloux designe ce premier exercice d’ecriture 
du jeune Gracq, comme un roman qui emploie les ressources du surrealisme : « M. Julien Gracq est visiblement influence par 
le surrealisme [...]. Il est de ceux a qui cette esthetique a permis d’entrevoir une forme nouvelle du roman, et meme des 
lettres en general. ». Un fragment de cet article est repris par Bernhild Boie, « Au chateau d’Argol. Accueil de la critique », in 
Julien Gracq, CEuvres completes, tome I, edition etablie par Bernhild Boie, Paris, Gallimard, NRF, coll. « Bibliotheque de la 
Pleiade », 2008, p. 1142. 

12 Julien Gracq, Au chateau d’Argol, in CEuvres completes, tome I, ed. cit., p. 3. 
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dimension singuliere de l’espace urbain dans sa creation. Son premier roman, An chateau 
d’Argol, tres marque par le romantisme allemand et par le surrealisme fran^ais, a ete suivi 
d’autres romans deployant des cadres oniriques et s’interessant aux situations d’attente vaine 
qui laisse place a la reverie et au surgissement du mythe. Dans Lin beau tenebreux l’intrigue 
conduit le lecteur vers la mort du protagoniste ; dans Le Rivage des Syrtes, deux pays se font 
face en attendant un conflit qui ne sera guere present dans le texte. Julien Gracq, qui jusqu’a 
sa mort survenue en 2007, a rnene une vie retiree, se voit decerner le prix Goncourt - pour Le 
Rivage des Syrtes, en 1951 - qu’il refuse, premier ecrivain a le faire. Sa reconnaissance dans 
les milieux litteraires est d’autant plus retentissante que cet ecrivain discret semble s’etre 
efface derriere une oeuvre originale et proteifonne, qui reunit l’ecriture de fiction et les 
fragments autobiographiques, les etudes critiques et les meditations geographiques. 

Traversee et transgression de l’espace : de la promenade au voyage 

L’identification des particularites de la ville dans l’ecriture de Guy Vaes et de Julien 
Gracq suppose une definition de la ville par rapport a l’individu. L’homme moderne doit se 
chercher une place, (re)trouver une identite qui est a (re)construire et pour cela, il doit 
explorer, marcher, visiter. La marche acquiert done un statut qui depasse la simple notion de 
deplacement, elle est a rattacher a quelque chose de plus intime : la quete de soi et de son 
identite. Par consequent, il est essentiel d’analyser les avatars de la « marche » (de la 
promenade au voyage) par lesquels s’etablit le rapport du sujet a la ville. 

Selon Alain Montandon, la promenade est « notre maniere immediate d’etre au monde, 
de le parcourir, de l’examiner, de l’observer, de le decrire et de le vivre » 13 , mais elle est aussi 
«l’une des expressions les plus immediates de l’ecriture » 14 . La promenade est soit une 
maniere de rencontrer les membres de la communaute et done, d’instaurer un lien social, soit 
une modalite de s’eloigner de la societe, par la contemplation solitaire, la reverie ou 
l’exploration des espaces inconnus. Montandon etablit egalement une distinction nette entre 
promenade et voyage : 

La promenade n’est pas le voyage qui suppose un parcours important, avec ses 
fatigues, ses grandes aventures, ses decouvertes de mondes autres, avec ses 
finalites propres, l’atteinte d’une destination ou le mouvement de l’aventure. Elle 
n’a en apparence aucune finalite, elle reste dans une sphere limitee, celle de 
l’environnement immediat. Elle n’est pas un moyen pour atteindre un but, elle est 
ce but elle-meme. 15 

Par la promenade l’homme peut s’approprier l’espace en se dcplacant. Definie par le Petit 
Robert comme le fait d’« aller dans plusieurs endroits, pour le plaisir; aller d’un lieu a un 
autre pour se detendre, prendre l’air etc. » 16 , la promenade se caracterise par l’absence de but 
reel, par son caractere limite - car elle ne va pas trop loin, ni ne dure trop longtemps - et par 
le retour du promeneur a son point de depart: « La promenade n’est pas dirigee vers un but, 
mais parcourt un lieu ; elle ne mene au lointain, a l’inconnu, mais reste dans un espace connu, 


13 Alain Montandon, Sociopoetique de la promenade, Clermont-Ferrand, Presses Universitaires Blaise Pascal, coll. 
« Litteratures », 2000, p. 7. 

14 Ibid. 

15 Ibid. 

16 Le verbe « se promener », CD-ROM du Petit Robert, version electronique citee. 
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dans l’espace de la culture propre. Le promeneur litteraire n’essaie jamais de faire sauter les 
barrieres d’un espace clos ; il jouit tout au contraire de l’espace dans sa limitation » 17 . 

Pour Guy Vaes et Julien Gracq, la promenade est alimentee par la curiosite : elle 
suppose un travail de decouverte qui sollicite tous les sens, surtout la vue. Cette « promenade 
du regard » 18 se transfonne en deambulation, sorte de marche « sans but precis, selon sa 
fantaisie » 19 qui active l’imaginaire createur et le desir de transcrire le reel. L’Anvers natal de 
Vaes et la ville de Nantes ou Gracq avait passe une grande partie de son enfance et de son 
adolescence, prodiguent parfois des secrets et des sortileges qui fascinent le flaneur. 
L’ecriture de l’espace urbain coincide avec le besoin d’enregistrer le souvenir de ce que 
1’auteur a vu et de partager ensuite avec son lecteur 1’experience de la promenade et du 
voyage. 

Les contrees connues sont lentement transgressees et les ecrivains decouvrent d’autres 
espaces, inexplores encore. Notre article envisage le terme « transgression » de point de vue 
etymologique : derive du latin transgredi, son sens premier etait spatial. Nous negligeons le 
sens qu’a pris le mot dans le fransais actuel ou «transgresser» possede plutot une 
signification morale que physique. La transgression de la frontiere transforme la promenade 
habituelle en voyage qui suppose le deplacement en un lieu eloigne. Le voyageur s’abandonne 
au hasard et a l’imprevu, cherche l’inconnu et 1’invisible. II traverse de nouveaux territoires, 
parfois exotiques et fort differents de ses lieux natals. Le protagoniste du voyage effectue une 
« promenade touristique » 20 dans plusieurs villes etrangeres et enregistre tous les aspects de la 
vie citadine. C’est a nouveau la typologie du flaneur qui intervient: loin de diriger son 
itineraire, il se laisse solliciter par les elements venant de l’exterieur. Parfois le promeneur 
reflete les traits d’un etre marginalise, qui aime se perdre dans l’anonymat de la foule urbaine. 

Grand voyageur, Vaes parcourt la mappemonde de Venise a Singapour et de Berlin au 
Caire. Malgre tout, c’est Londres - sorte d 'omphalos mundi - qui exprime le mieux sa 
sensibilite et peuple l’imaginaire createur vaesien de ses brouillards et de ses rues un peu 
fuyantes et mysterieuses. Pour Gracq, la ville privilegiee, presentee avec nostalgie et un peu 
d’amertume a cause des changements qu’elle a subis a travers le temps, c’est Nantes. Mais 
pour tous les deux, la cite est le symbole de la diversity culturelle et humaine, capable de 
relier les traditions et les homines. Certes, l’envers est egalement present: la ville vue comme 
lieu de la pollution physique et morale ; le Singapour de Vaes est exotique et dangereux en 
meme temps ; Julien Gracq, quant a lui, decouvre dans la ville mythique de Rome une 
pitoyable mine d’un passe glorieux. Franchise Choay definit cette dualite de l’espace urbain 
vu comme entite « bifrons : benefique selon les uns, effigie du progres et de la beaute, ferment 
de la vie sociale jusque dans l’anonymat des foules ; malefique selon les autres, synonyme de 
chaos, de perversion, d[e] denuement et d[e] laideur » 21 . D’ailleurs, la ville revet souvent la 
forme d’un labyrinthe ou le promeneur peut facilement s’egarer ou celle d’un puzzle sans 
cesse reconstruit. Cette image kaleidoscopique entraine une transformation totale de la ville, 
vu certains facteurs regroupes en deux grandes categories : l’affectivite et les fantasmes. 


17 Alain Montandon, op. cit., p. 17. 

18 Alain Montandon, op. cit., p. 32. 

w Le verbe « deambuler », CD-ROM du Petit Robert, version electronique citee. 

20 Alain Montandon, op. cit., p. 145. 

21 Fran9oise Choay, Pour une anthropologic de l’espace, Paris, Editions du Seuil, coll. « La couleur des idees », 2006, p. 166. 
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Transmutation, distorsion, dissolution de la ville : affectivite et fantaisie 

La transposition de la cite dans l’espace scriptural releve d’une topographie exterieure et 
d’une architecture interieure qui interagissent sans cesse. L’espace urbain est en quelque sorte 
« parasite » par la subjectivity et l’imaginaire du scripteur, ce qui entraine sa distorsion. La 
memoire des lieux, l’evasion dans la nature et le cimetiere en tant refuge dans la mort creent 
une image deformee de la ville. Ces « elements perturbateurs » sont l’expression de la 
subjectivity du sujet qui opere une selection des details. L’errance a travers les quartiers 
devient une « promenade “archeologique” » 22 qui enregistre les constructions modernes et les 
signes de l’histoire, en melant etroitement perception et souvenir. Ce qui s’offre a la vue est 
un paysage vane qui comble le visiteur incapable de tout garder dans sa memoire. De plus, la 
mobility du voyageur, la lumiere et le moment de la journee modilicnt et multiplient les 
perspectives. Par consequent, les ecrivains completent, voire «inventent» le paysage selon 
leur disposition. L’attention de Julien Gracq se toume parfois vers la nature pour echapper a 
1’agglomeration, a la pollution et a la degradation continue de la ville. La foret, la mer et toute 
une Bretagne mysterieuse qui jouent le role de substituts de la cite, sont presentes dans 
l’ecriture gracquienne. Puisque l’existence d’un nouvel horizon s’avere possible, la 
disparition de la ville est imminente. Chez Guy Vaes, le dernier souffle qui anime l’agonie 
urbaine est perdu dans les tenebres du cimetiere, lieu de la degradation et du pourrissement de 
l’etre humain. Envahie par le lierre, 1’architecture en mine constitue une image metaphorique 
de l’histoire deja consommee. Si la ville est completement « deconstruite » par la mort 
physique, la dissolution continue dans l’espace fantasme. Le silence qui regne dans le 
cimetiere facilite le passage dans « l’au-dela » du reel. 

Epris d’une image urbaine ideale, le promeneur attribue a la ville des caracteristiques 
irreelles. La dimension anthropomorphe n’est qu’une autre modalite d’acceder a ce qui se 
derobe et d’illustrer l’aspect enigmatique et desorganise de la realite : la ville emprunte 
certaines caracteristiques de son habitant et inversement. Une affinite secrete existe entre la 
ville et la femme, symboles de la protection, de la sensibility et de la maternite. Dans les 
textes de Guy Vaes et de Julien Gracq, la cite est souvent assimilee a une personne douee 
d’un corps et d’une ame. Elle demeure un territoire singulier, impregne de culture, de secrets 
et d’erotisme, veritable Babel qui souleve une interrogation identitaire. Dans ce sens, la ville 
se pare d’un masque qui reflete une double image, comme un miroir qui deforme : cette image 
n’est qu’apparence, vision et illusion. Le point ultime de cette dissolution est celui d’un 
espace urbain utopique ou la reverie batit une autre realite, plus vraie que le reel. Dans 
1’imagination, la ville subit les effets de l’oubli et son effacement progressif impose sa 
recuperation : l’espace urbain sera recree dans l’espace scriptural. 

Figuration et transfiguration de la ville : aspects culturels, linguistiques, graphiques 

La transcription graphique entraine des transformations qui affectent la physionomie 
spirituelle de l’espace citadin. C’est le cas de 1’Anvers vaesien qui, par sa position au sein de 
la Belgique, a influence la formation et le destin litteraire de l’ecrivain. L’installation de 
l’unilinguisme flamand a modifie le contexte de la litterature de Flandre. La plupart des 
auteurs ecrivent desormais en neerlandais, Vaes en etant un des derniers « mohicans » de la 
litterature francophone de Flandre. Originaire d’une ville qui est un lieu de convergence de 
cultures et de langues differentes, de multiples echanges, d’une tradition plurielle, ou il est 
difficile de retrouver les indices identitaires, Guy Vaes cree done des espaces urbains flous et 


22 Alain Montandon, op. cit., p. 176. 
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instables mais riches par leur pouvoir de suggestion. D’ailleurs, son parcours createur est 
singulier: il fixe les villes visitees sur le papier photographique pour ne les disposer dans 
l’espace de l’ecriture qu’apres une periode de feconde gestation. L’ecriture est done seconde, 
elle n’intervient qu’apres une decantation pendant laquelle les images sont filtrees et 
ordonnees. 

Si la problematique culturelle et linguistique est absente chez Julien Gracq, son ecriture 
n’est pas moins complexe. Dans les textes gracquiens, l’espace urbain est decrit a travers l’oeil 
specialise du geographe : la discipline que le professeur Louis Poirier avait enseignee jusqu’a 
sa retraite est certainement decelable dans tous ses ecrits. En outre, la transcription de la ville 
gracquienne est egalement liee a l’exercice de reecriture des mythes profondement ancres 
dans l’imaginaire collectif (le roman An chateau d’Argol evoque la quete du Graal, par 
exemple). 

Conclusions 

Si le flaneur livre la ville-texte, le lecteur doit en dechiffrer les mysteres. Dans ce 
contexte, la lecture elle-meme se veut une promenade / un voyage qui entraine sur les 
chemins de 1’imagination. Guy Vaes et Julien Gracq represented dans leur ecriture la ville, 
qu’elle soit reelle ou revee, imaginaire et palpable en meme temps, ville geographiquement 
reperable ou ville de l’ecriture. Sa traversee reflete le jeu du biographique et du fictionnel, car 
selon l’affirmation d’Alain Montandon, « [t]out est texte, tout est fiction » 23 : l’espace citadin 
pulverise est toujours (re)construit dans l’espace scriptural. 
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PRECIOUS RIDICULOUS (LES PRECIEUSES RIDICULES) BY 
MOLIERE: FROM CLASSIC TEXT TO THE MODERN 

REPRESENTATION 
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Abstract: Known as a complete actor (author, actor, director of the troupe, director), Jean-Baptiste 
Poquelin (Moliere) continues to attract the attention of the readers and spectators by his art of 
laughter. 

Person controversial at the time of their application, his classical pieces offer comic subjects, always 
actual. Our approach is based on a comparative analysis of the piece Precious ridiculous and the 
staging of the French filmmaker Daniel Dancourt (in July 2012), in the enrichment of a classical 
comedy by modern theatrical resources. We propose to present, in our approach, the qualities of the 
artistic projection on the stage, the play of actors, who give to comedy, set, lights, costumes, music 
and, especially, the replicas of the actors who make a total audio-visual spectacle. 

Keywords: classical comedy, staging, precious language, actor(s), replica(s). 


Homme de theatre complet (auteur, acteur, directeur de troupe, metteur en scene), 
Jean-Baptiste Poquelin, dit Moliere, a consacre toute sa vie et carriere a la scene. Son 
systeme dramatique manifeste une complexite des ses debuts, en inventant des sujets, des 
caracteres et des vices - elements qui constituent le tableau complet de la societe fran 5 aise 
du XVII e siecle. 

Son premier succes de la carriere de dramaturge a ete assure par la representation 
de la piece Les precieuses ridicules, ou les personnages feminins veulent se distinguer des 
autres et creent un groupe elitiste - essence de la preciosite de l’epoque. La particularity de 
la preciosite serait le langage « code » ou, plutot, le « code » du langage, car les precieuses 
refusent les paroles ordinaires et rejettent toute triviality, en affichant un interet particulier 
pour les innovations langagieres a la mode. 

Le mouvement « precieux » concernait notamment les femmes de la noblesse, qui 
voulaient reconsiderer leurs vies et revendiquaient merne le droit legitime au manage libre 
- concept extremement moderne pour cette epoque-la. D’ailleurs, dans la preface de la 
piece l’on fait la precision que « les veritables precieuses auraient tort de se piquer 
lorsqu’on joue les ridicules qui les imitent mal. »‘ L’amour devait rester platonique, alors 
que les bien-aimes devaient surmonter bien des difficultes afin d’aboutir a se marier. 


1 Moliere, Les Precieuses Ridicules, Librairie Larousse, Paris, 1942, p. 10. 
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Le sujet de la piece est simple, mais non pas simpliste : un seul acte, divise en dix- 
sept scenes, ayant un titre d’un contraste amusant, qui appelle le rire. L’action se situe a 
Paris, dans la maison de Gorgibus, pere et oncle des deux jeunes fdles, Cathos et 
Magdelon. Deux nobles, La Grange et Du Croisy, leur rendent visite, en exprimant le desir 
de les epouser, mais ils sont refuses, tous les deux, d’une maniere acide et expriment leur 
indignation pour l’accueil meprisant des jeunes fdles. Vexes dans leur amour, les deux 
nobles decident la vengeance. Gorgibus leurs demande d’explications, mais les fdles 
exposent une conception de mariage en discordance avec la proposition directe qu’elles 
viennent de recevoir. En outre, elles le prient de ne plus les appeler par leurs noms de 
bapteme, tres vulgaires a leur avis, mais par les prenoms de Polyxene et Aminte. 

Lorsque Marotte annonce f entree du marquis Mascarille et, puis, l’arrivee du 
vicomte Jodelet, les deux jeunes fdles semblent interessees aux titres de noblesse des deux 
jeunes homines, mais La Grange et Du Croisy leur revelent la verite. Gorgibus vient les 
grander et la leson de la piece est tiree. 

Concuc coinme une peinture de la couleur sociale de l’epoque du XVII 6 siecle, la 
comedie vise a corriger les defauts humains par des critiques subtiles, des eclairages de 
rire. Par les caracteres de sa piece, le dramaturge classique denonce le snobisme ridicule, 
la satire des ridicules et les exagerations caricaturales du mouvement precieux. 

Quant au passage du livre a la representation scenique de la piece, le metteur en 
scene Daniel Dancourt fait suite, d’une maniere moderne, aux P recieuses ridicules , 
representee pour la premiere fois avec un grand succes au theatre du Petit-Bourbon, le 18 
novembre 1659 par « La troupe du Monsieur, frere unique du roi ». 

En juillet 2012, la Compagnie Theatre en Liberte sous la direction artistique de 
Daniel Dancourt, joue de maniere magistrale, aux Rencontres theatrales d’Orange et a 
Bollene, une comedie qui, au XVII e siecle apportait la gloire a son ecrivain. Les elements 
de nouveaute de denaturent pas la partition originale, mais se concentrent autour du 
comique anime par Dancourt, car les jeux des acteurs animent le sujet de la comedie de 
Moliere. 

L’entree en scene des acteurs, en s’agitant et en presentant leurs costumes 
specifiques au XVII e siecle, avec des manieres galantes, reunit l’univers theatral sur une 
action d’une elegance exageree, dans un decor simpliste : une lumiere pale ou l’on 
distingue une table et quelques chaises. Les spectateurs sont places dans 1’intrigue juste 
avant le lever du rideau, car les personnages defilent avant que Gorgibus prononce son 
discours moralisateur. 

La piece propose neuf personnages. Mascarille, Jodelet, Magdelon et Cathos sont 
les premiers quatre personnages essentiels, alors que La Grange et du Croisy, les deux 
nobles, n’interviennent qu’au debut et a la fin. Gorgibus reste un bourgeois qui n’a aucune 
influence pendant tout le deroulement de l’action, tandis que Marote et Almanzor 
occupent des fonctions plutot utilitaires. 

A une analyse plus detaillee des protagonistes, on observe que « Mascarille n’est 
pas un personnage nouveau dans le theatre de Moliere » 2 . II avait fait son apparition dans 
une piece precedente, L’etourdi, mais son retour dans Les Precieuses ridicules l’envisage 
coinme un ho mine interessant par son extravagance. Lorsqu’il fait son apparition sur la 
scene, il est coiffe d’une perruque blonde et d’un chapeau charge de plumes ; il affiche une 


2 Jean-Daniel Mallet, Les Precieuses Ridicules. Les Femmes Savantes, Collection dirigee par Georges Decote, Hatier, Paris, 
1996, p. 13. 
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excentricite totale, il a d’amples rabats et de larges canons. Meme s’il n’est qu’un simple 
valet, il joue le grand seigneur avec enthousiasme. II sait parler de mode, poesie, musique 
ou guerre. Il gesticule beaucoup et presque tout le temps : lorsqu’il entre en scene, en 
chaise a porteurs, lorsqu’il fait sa reverence et quand il recite un poeme. Chez lui, tout est 
exagere: les faits en meme, temps que les paroles. Il pretend mettre en madrigaux toute 
l’histoire romaine, rnais on sait bien qu’un madrigal est un court poeme et, pour une telle 
absurdite, les deux precieuses s’extasient. 

L’apparition soudaine de Jodelet, le valet de du Croisy, fait relancer faction. Sa 
presentation modeste, de vieux soldat, et ses propos absurdes le font moins spirituel que 
Mascarille. D’ailleurs, il est incapable d’utiliser le langage precieux : « Jodelet etait connu 
aussi de tous les parisiens. C’etait le nom d’un celebre acteur comique, specialise dans la 
farce. » 3 

Ce personnage est un non-conformiste alors que sa presence sur la scene est moins 
nuancee. D’origine modeste, ridicule par sa tenue et par son langage, Jodelet fait sur la 
scene un jeu vraiment grotesque. La choregraphie qu’il execute avec Mascarille dans la 
XI emc scene est d’un comique savoureux. Leur synchrone semble avoir le theme de la 
guerre, care les deux acteurs font quelques mouvements qui semblent detaches d’une scene 
de lutte. 

Magdelon, la jeune fdle qui devore les romans precieux de Madeleine de Scudery, 
alors a la mode, arrive a s’identifier avec l’ecrivaine. Melant des reflexions morales et 
histoires sentimentales, ils etaient consideres comme «la bible» de la preciosite. 
Magdelon s’imagine « une naissance plus illustre que la sienne » et elle prend l’initiative 
des pseudonymes qui est conforme au beau style, car elle veut se faire appeler Polyxene. 
Avec Cathos, elles attendent qu’on les courtise dans les formes selon les regies en vigueur. 
Malheureusement, ni La Grange, ni du Croisy n’ont pas la conduite ideale. 

Magdelon veut se marier, mais elle refuse les realites charnelles de l’amour. Sa 
pruderie excessive acheve la deconsideration alors que son faux-semblant la fait etaler des 
manieres, des gouts et des modes qu’elle emprunte, sans reflexion, aux gens de la haute 
societe. C’est pour cela qu’elle illustre parfaitement la typologie de l’hypocrisie, car elle 
n’a qu’un seul souci: etre a la mode et etre du beau monde a tout prix. Ce reve nourrit son 
ambition, mais elle n’en a ni le talent, ni 1’intelligence. Son vocabulaire « raffine » et plutot 
convenable. 

L’actrice qui joue son role le fait de maniere monumentale. Les gestes, la mimique 
et les tonalites de la voix attirent l’attention du spectateur. Evidemment, elle est d’un 
ridicule extreme. 

Cathos est encore plus ridicule que sa cousine. Elle se contente presque toujours 
d’approuver Magdelon (« en effet », « assurement »), tout comme une double voix ou un 
echo caricatural de sa cousine. Elle pose question apres question ; elle approuve sa cousine. 
C’est toujours elle qui fait la plus grande consommation d’adverbes et de superlatifs 
precieux mais, au moment ou la tromperie est devoilee, elle reste muette. En outre, elle ne 
reste pas insensible a Jodelet et affirme : « J’ai un furieux tendre pour les homines 
d’epee » 4 , puis elle touche la fausse blessure de guerre de Jodelet, alors que Magdelon 
s’abstient. D’ailleurs, Cathos cherche a imiter sa cousine en lisant les memes romans et en 


3 Ibidem, p. 14. 

4 Moliere, Les Precieuses Ridicules, Librairie Larousse, Paris, 1942, p. 34. 
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pretant la meme conduite. Des deux pretendants, elle choisit le moins spirituel, tout en 
demontrant sa stupidite. 

Toutes les deux cousines etudient chaque geste du marquis en repetant ce qu’il 
balbutie. Elies rirent a rien et apprecient les mots depourvus de sens. Les actrices hurlent 
hysteriquement et clignotent frenetiquement jusqu’a ce qu’elles tombent de leurs chaises 
bien emues et arrivent meme a s’evanouir a la fin de la representation. 

En ce qui concerne les similitudes et les differences entre le texte de la piece 
classique et la rnise en scene rnodeme, une fine analyse s’impose. 


Scenes 

Les Precieuses ridicules , 
Moliere 

Les Precieuses ridicules, 
piece mise en scene par Daniel 
Dancourt 

Scene II 

La Grange : « C’est une chose 
que vous pourrez mieux 
apprendre d’elles que de nous. 
Tout ce que nous pouvons vous 
dire, c’est que nous vous 
rendons grace de la faveur que 
vous nous avez faite, et 
demeurons vos tres humbles 
serviteurs. » 5 

Du Croisy : « C’est une chose que vous 
pourrez mieux apprendre d’elles que de 
nous. » (la replique de La Grange est 
prononcee par Du Croisy) 

La Grange : « vos tres humbles 
serviteurs... » 

Tous les deux (La Grange et Du 
Croisy) repetent trois fois la meme 
replique afin de creer un effet ironique. 

Scene III 

Gorgibus : « Je ne vois partout 
que blancs d’oeufs, lait virginal, 
et mille autres brimborions que 
je ne connais point. » 

Gorgibus : «Je ne vois partout que 
blancs d’oeufs, lait virginal, et autres 
brimborions que je ne connais point. » 

(le mot mille est omis ; l’exageration 
est diminuee) 

Scene 

IV 

Magdelon : « Cela me fait honte 
de vous oui'r parler de la sorte, et 
vous devriez un peu vous faire 
apprendre le bel air des choses. » 

Magdelon : « Cela me fait honte de vous 
ouir parler de la sorte, et vous devriez 
faire apprendre le bel air des choses. » 

(la construction «un peu vous » est 
omise ; l’effet de la replique est plus 
autoritaire) 

Cathos : « En effet, mon oncle, 
ma cousine donne dans le vrai 
de la chose. » 

Cathos: «Mon pere, en effet, ma 
cousine donne dans le vrai de la chose. » 

(modification du destinataire de la 
replique originale) 

Cathos : «Le moyen de bien 
recevoir des gens qui sont tout a 
fait incongrus en galanterie ? » 

Cathos : « Le moyen de bien recevoir 
des gens qui sont tout a fait incongrus en 

galantrice ? » (element invente) 

Scene 


A la fin de la scene, Gorgibus crie : 


5 Les citations sont extraites de : Moliere, Les Precieuses Ridicules, Librairie Larousse, Paris, 1942, pp. 13-40. 
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« Polyxene, Aminte ! » (replique 
ajoutee) 

Scene 

VI 

Marotte : « Dame! Je n’entends 
point le latin, et je n’ai pas 
appris, comme vous, la filofie 

dans le Grand Cyre. » 

Marotte : « Par ma foi, j’ai pas etudie 

le latin, je n’ai pas appris, comme vous, 

grossir la filofie. » 

(replique modifiee ; on assiste a un 
changement de sens) 

Magdelon : « Ah ! ma chere, un 
marquis ! » 

«Un marquis!» (les deux lilies 
repetent trois fois) 

Scene 

VIII 

Marotte : « Monsieur, voila mes 
mattresses qui vont venir tout a 
l’heure. » 

Marotte: «Monsieur, voila mes 

mattresses qui vont vous recevoir tout a 
l’heure. » 

(replique modifiee) 

Mascarille : « Qu’elles ne se 
pressent point: je suis ici poste 
commodement pour 
attendre. » 

Mascarille: «Qu’elles ne se pressent 
point, je peux les attendre. » 

(replique supprimee) 


Marotte : « Je crois qu’elles se font 
belles pour vous, monsieur. » 

Mascarille : « Mais je les attends avec 
la plus grande impatience. » 

(deux repliques ajoutees) 

Scene IX 

Mascarille : « Mesdames... » 

Mascarille : « Mesdames, mesdames... » 

(mot repete deux fois) 

Magdelon : «Helas ! nous ne 
sommes pas encore connues ; 
mais nous sommes en passe de 
l’etre, et nous avons une amie 
particuliere qui nous a promis 
d’amener ici tous ces Messieurs 
du Recueil des pieces choisies. » 

Cathos : « Helas ! Nous ne sommes pas 
encore connues » 

Magdelon: «Mais nous sommes en 
passe de l’etre, et nous avons une amie 
particuliere qui nous a promis d’amener 
ici tous ces Messieurs du Recueil des 
pieces choisies. » 

(replique partagee entre les deux 
cousines ; la premiere est prononcee 
par Cathos, alors que la seconde est 
prononcee par Magdelon. Dans le 
texte classique la replique entiere est 
prononcee par Magdelon) 


Mascarille : « 11 est vrai... » 

(replique ajoutee, repetee de temps en 
temps par Mascarille) 

Mascarille : « Ne trouvez-vous 
pas la pensee bien exprimee 
dans le chant ? » 

Mascarille : « Est-ce que vous trouvez 
pas la pensee bien exprimee dans le 
chant ? » 

(replique modifiee) 

Magdelon : «Ne m’en parlez 

Magdelon : «Quel admirable lieu le 
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point : c’est un admirable lieu 
que Paris. » 

Paris.» 

(replique modifiee) 

« Mascarille : Belle demande ! 
Aux grands comediens. 11 n’y a 
qu’eux qui soient capables de 
faire valoir les choses ; les autres 
sont des ignorants qui recitent 
comme l’on parle ; ils ne savent 
pas faire ronfler les vers, et 
s’arreter au bel endroit : et le 
moyen de connaitre ou est le 
beau vers, si le comedien ne s’y 
arrete, et ne vous avertit par la 
qu’il faut faire le brouhaha ? » 

Mascarille: «Belle demande ! Aux 
grands comediens. 11 n’y a qu’eux qui 
soient capables de faire valoir les 
choses ; les autres sont des ignorants qui 
recitent comme l’on parle : et le moyen 
de connaitre ou est le beau vers, si le 
comedien ne s’y arrete, et ne vous avertit 
par la qu’il faut faire le brouhaha ? » 
(construction supprimee: «ils ne 

savent pas faire ronfler les vers, et 
s’arreter au bel endroit ») 

Mascarille: «Quoi ? toutes 

deux contre mon coeur, en meme 
temps ! m’attaquer a droit et a 
gauche ! Ah ! c’est contre le 
droit des gens ; la partie n’est 
pas egale ; et je m’en vais crier 
au meurtre. » 

Mascarille : « Quoi ? toutes deux contre 
mon coeur, en meme temps ! m’attaquer 
a droit et a gauche ! Ah ! c’est contre le 
droit des gens ; la partie n’est pas egale ; 
et je m’en vais crier au meurtre, au 
meurtre, au meurtre. » (repetition) 


Marotte: «Madame, on 

demande a vous voir. » 

Marotte:«Voila, quelqu'un qui 

demande a vous voir. » 

(replique modifiee) 

Scene X 

Magdelon : « Qui ? » 

Mascarille : « Ah, oui, qui est-il ? » 
(replique modifiee, de meme que le 
personnage qui la prononce) 

Marotte: «Le vicomte de 

Jodelet.» 

Marotte : «11 me l’a dit, le vicomte de 
Jodelet.» 

(replique modifiee) 

Cathos: « Le connaissez- 
vous ? » 

Cathos: « Vous le connaissez ? » 

Scene XI 

Mascarille :« Savez-vous, 
Mesdames, que vous voyez dans 
le Vicomte un des plus vaillants 
homines du siecle ? C’est un 
brave a trois poils. » 

Mascarille : « Savez-vous, Mesdames, 
que vous voyez dans le Vicomte, 
vicomte, vicomte, un des plus vaillants 
homines du siecle ? C’est un brave a 
trois poils. » 

(repetition voulue) 

Mascarille: «Te souvient-il, 

Vicomte, de cette demi-lune que 
nous emportames sur les 
ennemis au siege d’Arras ? » 

Mascarille : « Te souvient-il, Vicomte, 
vicomte, vicomte, de cette demi-lune 
que nous emportames sur les ennemis au 
siege d’Arras ? » 

(repetition voulue) 

Scene XII 

Cathos: «Allons done, mes 
cheres, prenez place.» 

Cathos: « Prenez place, mesdames. » 
(replique modifiee) 


Magdelon : « Impertinente ! » 

(replique ajoutee, adressee a la 
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servante) 


Magdelon: «Les violons sont-ils 

venus ? » 

(replique ajoutee) 

Scene XV 

Jodelet: «Adieu notre 

braverie. » 

Jodelet: « Adieu notre bravitude. » 

(mot invente) 

La Grange : « Qu’on emporte 
toutes ces hardes, depechez. 
Maintenant, Mesdames, en l’etat 
qu’ils sont, vous pouvez 
continuer vos amours avec eux 
tant qu’il vous plaira ; nous vous 
laissons toute sorte de liberte 
pour cela, et nous vous 
protestons, Monsieur et moi, que 
nous n’en serons aucunement 
.jaloux. » 

La Grange : « Qu’on emporte toutes ces 
hardes, depechez. Maintenant, 

Mesdames, en l’etat qu’ils sont, vous 
pouvez continuer vos amours avec eux 
tant qu’il vous plaira ; nous vous 
laissons toute sorte de liberte pour cela, 
et nous vous protestons, Monsieur et 
moi, que nous n’en serons aucunement 
jaloux, aucunement jaloux, 

aucunement jaloux. »(repetition en 
choeur) 


Le tableau ci-dessus envisage la comparaison entre le texte original de la comedie 
du grand dramaturge classique, Moliere, et le scenario de la mise en scene par Daniel 
Dancourt. 

Evidemment, la piece est faite pour etre jouee. Le jeu des acteurs donne vie a la 
comedie, car sur la scene on ajoute des decors, des costumes, des lumieres, de la musique. 
La prononciation meme des repliques, d’une telle maniere, constitue un gain pour la 
representation entiere et, dans ce sens, les acteurs de la distribution de Dancourt font une 
figure notable en assurant le succes de la representation scenique. 

Les elements a remarquer tiennent au fait que le metteur en scene respecte en 
proportion majoritaire le texte de Moliere. D’ailleurs, une simple lecture du texte ne serait 
qu’une activite superficielle. A remarquer le fait que Dancourt ajoute quelques repliques 
qui amplifient le comique de situation, surtout le comique de langage. Les repliques en 
question ne sont pas en nombre considerable, mais elles s’inscrivent dans la meme lignee 
parodique. 

En outre, la repetition voulue des mots souligne l’extase, la surprise, la colere. Le 
metteur en scene modifie certaines repliques, mais leur est nombre est reduit et les 
modifications ne changent pas le message entier. II omet d’autres mots et partage quelques 
repliques entre les personnages-acteurs (comme les exemples de La Grange et Du Croisy 
ou Magdelon et Cathos), fait qui entraine l’idee de subjectivity de la part du metteur en 
scene qui construit le personnage de Cathos plus inepte que sa cousine. A la fin, Magdelon 
sauve la situation par la suite de la replique. 

En conclusion, Daniel Dancourt respecte en grande partie le contenu des repliques 
du texte de Moliere. II enrichit, d’une maniere modeme, la mise en scene, et contribue a 
une mise a jour de la piece qui, meme classique, continue d’etre jouee et appreciee par le 
public-spectateur. Certes, il y a un cumul de facteurs qui assurent succes de la 
representation et le triomphe des acteurs. 
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AS THOU ARE PILED, FOR A FRENCH VELVET': ON THE 
(UN)TRANSLATABILITY OF SHAKESPEARE'S REFERENCES TO 

SYPHILIS 
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PhD Student, "Lucian Blaga" University of Sibiu 


Abstract: William Shakespeare's rise to fame coincided with a turning point in the history of the Elizabethan 
theatre. Although the arts enjoyed support among the English Renaissance nobility, the same could not be 
said of the clerics. Hence it is that the Puritan oppression pushed the playhouses to the outskirts of London, 
the home of bear-baiting rings and brothels, on the grounds that they promoted an idle and licentious 
lifestyle. Little did they realize that it was quite the other way around: the plays from that era drew their 
inspiration from real life rather than vice versa, primary among their themes being precisely that of 
promiscuity, namely its most likely consequence in the Bard's day — syphilis. Given that London witnessed at 
that time an unprecedented influx of immigrants, it is no wonder that they brought along a variety of 
euphemisms for this sexually transmitted disease which dramatists such as the Bard used extensively in their 
plays. While there is no doubt that Romania too has fought its own battles with this unforgiving venereal 
infection, neither the archaic nor the modern autochthonous slang accommodates an equally vast array of 
argotic synonyms for syphilis. As a result, more often than not, Romanian translators find themselves in the 
situation where they use a limited number of words and phrases to recreate Shakespeare's numerous 
euphemisms for this sexually transmitted disease. What the present paper seeks to accomplish is to offer new 
creative translation alternatives for the Bard's most problematic argotic terms for this venereal infection. 

Keywords: Romanian, Shakespeare, slang, syphilis, translatability. 


1. THE BARD AND THE BAWDS 

Some Shakespearean characters hold the French accountable for the syphilis epidemic 
(. H5 5.1.87), while others put the blame on the Neapolitans ( T&C 2.3.18). What results from this 
buck passing is that the origin of this sexually transmitted disease is, to say the least, controversial. 
Researchers have yet to discover where syphilis first emerged in Europe. This task, however, is not 
a simple one, for nations have long put the responsibility for the scourge of Venus on enemy states 
(Winters 17). Hence it is that the French accused the Italians of waging “an early form of biological 
warfare” against them during Charles VIII's campaign by facilitating their contact with women 
known to carry the pox (Ross 399). The Neapolitans, on the other hand, argued the opposite, 
“describing this new illness as the mal francese”' (Hewlett 239). Its origin may be forever lost in the 
fog of history, but one thing is certain: by the time the Bard arrived in London, syphilis had already 
established itself as one of the most virulent afflictions of that era. 

What distinguishes Shakespeare from his fellow playwrights is the fact that none of his 
contemporaries took a livelier interest than him in this sexually transmitted infection. According to 
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John Ross, there are “only six lines referring to venereal disease in all seven plays of Christopher 
Marlowe.” The Bard, however, hints at it sixty-seven times in Timon of Athens, sixty-one times in 
Troilus and Cressida and fifty-five times in Measure for Measure (Ross 399). It is no wonder, then, 
why Anthony Burgess describes Shakespeare as having “a gratuitous venereal obsession” (221). 
Whether he did have first-hand experience with syphilis is difficult, if not impossible, to tell, but we 
would not be too wrong if we imagined that the Elizabethan London's theatre scene was ravaged by 
this sexually transmitted disease just as much as AIDS wreaked havoc on the New York art scene of 
the 1980s (Ross 400). Yet again, nor is it assuming that the playhouses' proximity to brothels in 
Bard's day also contributed to his fascination with the scourge of Venus. As a result, it would not be 
far-fetched to think that the groundlings too, the majority of them being men and women of 
questionable morals, served as constant remainder of the damaging effects of syphilis. 

However, it is not the sheer number of references Shakespeare makes to this venereal 
infection that is truly impressive, but the wide variety of words he uses to allude to it. It was not the 
absence of a single word describing the disease that prompted the Bard to employ such a vast array 
of terms to hint at it. As a matter of fact, the word 'syphilis' has existed since 1530 when the Italian 
poet Girolamo Fracastoro coined it in his pastoral poem Syphilis sive morbus gallicus (Snyder 193), 
Whether the playwright's numerous euphemisms for this venereal infection is yet another display of 
his literary genius or the result of being exposed to different social classes, dialects and languages, 
we may never know, but there is no doubt that they pose many a problem for modern translators. It 
is only by analyzing the linguistic intricacies of these allusions that they can be faithfully recreated 
for today's international audience and it is to this that I now turn. 

2. WORDPLAYS: LOST AND FOUND IN TRANSLATION 

Language-wise, the effect of puns, be it humorous or deprecating, relies on the existence of a 
“communicatively significant, (near)-simultaneous confrontation of at least two linguistic structures 
with more or less dissimilar meanings . . . and more or less similar forms” (Delabastita 57). When 
submitted for translation, however, translators are faced with the challenge of retaining as much as 
possible of both signifieds and signifiers. But even if they do manage to fully preserve them, the 
wordplay may fail to be recognized as such by the target-text audience, mainly because wordplays 
are, to a greater or lesser extent, culture-bound. Put differently, a translated pun works solely when 
it succeeds in crossing the temporal, linguistic and cultural barriers of the source-text, thus enabling 
the foreign reader and original author to find common ground (Chiaro 11). Yet, more often than not, 
finding an identical target-language counterpart for a source-text wordplay is an exercise in futility. 

What derives from this realization is that successful pun translation implies knowing what to 
sacrifice and where to add new material. In other words, for the sake of recreating wordplays in the 
target text, translators can and should abandon one or more of their features while attaching others 
to them. As Tatu and Sinu put it, they “must be skilled enough to be able to divorce textual means 
from textual function” (42). Lying at the intersection of the “ambiguous semantic, phonetic, and/or 
graphemic forms of language” and “the interlinguistic correspondence in sounds, structure and the 
two or more semantic meanings of the pun” (Ehlenfeldt 4), the translation of wordplays requires a 
combination of what Nida defines as formal and functional equivalence. However, the proportions 
in which these two strategies should be combined so as to produce the best possible counterpart for 
a source-text pun is anything but fixed. They usually vary considerably, depending on whether they 
are more language- than culture-specific or viceversa. Therefore, adaptability is one of the 
prerequisites for high-quality wordplay translation. Yet unfortunately, as is evident from the 
translations featured in the next section of the present paper, not many translators realize the 
importance of flexibility. 

As for the translation procedures used to analyze their (mis)treatment of Shakespeare's puns, 
I have opted for Delabastita's model which includes: PUN > PUN (replacing the ST wordplay with 
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a TT one), PUN > NON-PUN (substituting the ST pun with an explanation of it), PUN > PUNOID 
(using some other stylistic phenomenon to render the ST wordplay into the target-language), PUN > 
ZERO (eliminating the ST pun altogether), direct copy: PUN ST = PUN TT (copying the ST 
wordplay without actually translating it), transference: PUN ST = PUN TT (retaining the meaning 
of the ST pun at the expense of its form), addition: NON-PUN > PUN (transforming a non-punning 
ST word or syntagm into wordplay as a means of compensating for a lost ST pun), ZERO > PUN 
(inserting new punning material in order to make up for the translator's inability to recreate a ST 
wordplay) and EDITORIAL TECHNIQUES (using endnotes, footnotes etc. to explain the ST pun). 
With the exception of the wordplays that successfully replace their source-text counterparts, all the 
other ones are accompanied by our own translation suggestions. 

3. CASE STUDIES 

Example (1) introduces an exchange of lines between Bottom and Quince, two of the 
characters of the Bard's A Midsummer Night's Dream, a comedy Partridge labels as “a pretty 'safe' 
play” (56). But it nonetheless contains a fairly large number of bawdy puns and allusions to 
syphilis. The next few paragraphs feature a parallel between such an indirect reference to this 
venereal infection and three of its Romanian versions: 


(1) A Midsummer Night’s 
Dream 

Bottom: I will discharge it in 
[... ] your F rench-crown- 
colour beard, your perfect 
yellow. 

Quince: Some of your 
French crowns have no hair 
at all, and then you will play 
bare-faced. (1.2.96-101) 


George Toplrceanu 

Bottom: - A§ putea sa-1 iau cu 
o barba [...] galbena de tot, 
frantuzeasca... 

Quince: - Acuma, to(i 

franfujii sunt splni; joaca-1 
deci §i tu fara barba. (20) 


G. P. Sterian 


Bottom: Pot sa-ti joe rolul 
acesta: [...] cu o barba fara 
par. 

Quince: Ai sa joci fara 
barba! (30) 


Dan Grigorescu 

Jurubitci: O sa-mi iau o 
barba [...] d-aia 
frantuzeasca, galbena, 
galbena de tot. 

Gutuie: Barba 

frantuzeasca? Unele tidve 
de frantuji sunt spane ca-n 
palma. Vrei sa joci fara 
barba? (25-26) 


As is evident from the dialogical exchange mentioned above, the punning syntagm French 
crown is used twice within the same portion of text, exploiting its denotative meaning, namely the 
reference to “the French coin called the ecu ” and the connotative one indicating “a visible sign of 
the pox on the head” (Williams 134). Although this pun does not seem to rank up there with the 
Bard's most problematic wordplays, the aforementioned autochthonous translations stand as proof 
that one should not jump to such conclusions, underestimating the amount of effort needed to render 
Shakespeare's puns into a foreign language. Most likely, this is the reason why the three translators 
did not succeed in recreating this particular wordplay. However, it is still well-worth looking further 
into their versions. 

What Topirceanu and Grigorescu's have in common is that none of them rendered French 
crown in its entirety into Romanian, neither in Bottom's line, nor in Quince's reply. More 
specifically, both the first and the last translator abandoned the reference to French currency 
altogether. Yet there are also significant differences between their adaptations: Topirceanu used the 
word frantuji , the target-language counterpart of the English ethnic slur Froggies, to substitute the 
second occurrence of the punning syntagm, while Grigorescu substituted Bottom's French crowns 
with tidve de frantuji, the Romanian equivalent of the source-language Froggies' noggins. Although 
the latter notified his readers that this particular textual fragment contains a pun on syphilis, it does 
not mean that he succeeded in recreating the Bard's wordplay on this venereal disease. But despite 
this omission, their level of interference with the Shakespearean text is nowhere near that of Sterian. 

Hence it is that the Bard's punning phrase completely disappears in the second translator's 
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version of this dialogical exchange. More precisely, what he did was to replace Bottom's French 
crown with barba fara par , the target-language counterpart of the English hairless beard and the 
second occurence of this punning syntagm with fara barba, the Romanian equivalent of the target- 
language without a beard, which qualifies his approach to Shakespeare's French crown for the PUN 
> ZERO translation technique. As for the procedures used by the other two translators, Topirceanu 
resorted to a hyperbole to render the Bard's French crown into his native tongue, substituting some 
with toti, the autochthonous counterpart of the English all, while Grigorescu explained the pun in a 
footnote. Yet even if their talent and skills are undisputable, there is nonetheless room for 
improvement in their versions. 

To that end, I suggest translating Bottom's line as 'O sa-mi iau o barba [...] de culoarea 
coroanei frantuze, galbena de tot' and Quince's reply as 'Coroana sfrantuza-i spana; joaca-1 si tu fara 
barba.' Back-translated into English, the weaver's utterance overlaps the original one to a great 
extent; however, some alternations had be made to the carpenter's response in order to successfully 
recreate Shakespeare's wordplay in terms of both punning and ribaldry. Hence it is that I substituted 
the term French in Quince's French crown with sfrantuza, the slang variant of Argintescu-Amza's 
sfrcmtuzecisca, a portmanteau word combining sfrentie, an archaic Romanian term for syphilis and 
frantuzeasca, the target-language equivalent of the English French. Although the top of the head is 
not called crown in Romanian, the new reference to a generic crowned head, coroana, inserted in 
the carpenter's line manages to preserve the cohesion between the two meanings of the Bard's 
punning phrase. This is not in any way the only means of reproducing it in Romanian, but it does 
prove that pun translation requires copious amounts of research as well as fine-tuning. 

Example (2) features a dialogical exchange between several characters of Shakespeare's 
Measure for Measure, a play Partridge considers to be the Bard's second “most sexual, most 
bawdy” literary work (57). The following paragraphs introduce an analysis of Shakespeare's ribald 
wordplay on dolour and the extent to which three Romanian translators managed to recreate it: 


(2) Measure 
for Measure 

Lucio. [...] I have 
purchased as many diseases 
under her roof as come to - 

Second Gent. To what, I 
pray? 

Lucio: Judge. 

Second Gent. To three 
thousand dolours a year. 

First Gent. Ay, and more. 

Lucio. A French crown 
more. (1.2.48-55) 


N. Argintescu-Amza 

Lucio. [...] Sub acoperisul ei 
m-am ales cu boli destule; 
pretul lor s-a ridicat la... 

Al doilea gentilom. La cit 
ma rog? 

Lucio. Cit crezi?! 

Al doilea gentilom. Pe an, 
trei mii de ducati s-au dus. 
Duca-se! Duca-se!... 

Primul Gentilom. Ei da, ba 
poate chiar mai mult. 

Lucio. Mai pune-alaturi o 
coroana „sfrantuzeasca”, 
unamacar!... (17-18) 


Ioana Ieronim 


Lucio. [...] Sub acoperisul ei, 
mi-am cumparat eu bolile 
toate pana la... 

Al doilea domn. Pana la...? 
Spune. 

Lucio: Ghici. 

Al doilea domn. Pan' la vo 
trei mii de lire pe an. 

Primul domn. Ba si mai 
mult. 

Lucio. Mai mult, da, o 
coroana de Frantia. (14) 


George Volceanov 

Lucio. [...] Sub acoperisul 
ei m-am umplut de puzderie 
de boli, care m-au costat 
cam la vreo... 

Al doilea gentilom. Hai, 
spune, cat. 

Lucio. Fa si tu o socoteala. 
Al doilea gentilom. Mama, 
trei mii de ducati pe an - 
ustura rau. 

Primul gentilom. Ba chiar si 
mai mult. 

Lucio. Mai adauga si o 
coroana sfrantuzeasca. 
(223) 
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Both in Elizabethan and contemporary English, dolour and dollar are pronounced /'dnlo/ 
(Crystal 2016: 213). Although in the Bard's time the American dollar was not yet introduced, as is 
evident from Samuel Johnson's A Dictionary of the English Language, the term was nevertheless 
used to designate the Dutch or German coin (“Dollar”). According to Williams, “dollar and crown 
were the basis of the new system called into being by radical changes in the C16 European 
economy” (134). The other word, dolour, refers to an ache of some sort (“Dolour”). The question 
then arises: why did Shakespeare write dolours instead of dollars when it is obvious that the context 
calls for the latter? Is this an editorial mistake or did Shakespeare try to tell us something more? 

This homophonous pair makes one more appearance in The Tempest, 2.1.18-19. As opposed 
to its counterpart in Measure for Measure, the bawdy pun on dollar/dolour featured in this play is a 
horizontal one, the same portion of text containing both dollar and dolour. In the First Folio version 
of The Tempest, dollar is spelt dollor, while dolour is written as dolour (24). These spellings did 
not changed when the Second (24) and Third Folios (27) were published. The same goes with 
Measure for Measure where today's dolour is written as dollour (80), a spelling that is preserved in 
the two subsequent collections of the Bard's literary works (80, 85). Therefore, if the Bard spelt 
dollar as dollor and dolour as dolour, it can rightfully be assumed that dollour found in Measure 
for Measure is a classic Shakespearean portmanteau word, a combination of today's dollar and 
dolour. It is true that spelling was anything but consistent in the Bard's time (Crystal 2008: 58), but 
it is just as true that Shakespeare invented about three thousand new words (Kiernan 32) and maybe 
this is just another example of how far his linguistic genius actually went. 

As for the editors' choice of dolour over dollar in Measure for Measure, it may be due to the 
fact that the manner in which we spell these terms today makes it difficult for them to find an 
equivalent for the Bard's portmanteau word. But why did Shakespeare feel the need to invent a new 
term? In order to answer this question, one needs not look further than the Bible, a religious text the 
Bard must have been familiar with, regardless of whether he believed in God or practiced his 
religion. In 1 Timothy 6:10 it lies written “for the love of money is the root of all kinds of evil” 
{The New Jerusalem Bible: Standard Edition). Measure for Measure deals with just that—money, 
prostitution and syphilis. Therefore, one can just very well say that Shakespeare merged the two 
homophones denoting money and suffering in order to came up with a word that sums up this 
belief. The reason why editors decided to go with dolours instead of dollars is the fact that, in this 
context, the term refers to the financial equivalent of the treatment for the pain experienced after 
coming down with a sexually transmitted disease from a woman working in such an establishment. 
This interpretation is backed by French crown a few lines later, a ribald wordplay on syphilis, a 
venereal infection thought to have come from France (Partridge 186). 

As for the Romanian translations, none of them features the best possible recreation of the 
Bard's bawdy pun on dolour. Both Argintescu-Amza and Volceanov opted for ducati, the target- 
language counterpart of the English ducats, which is historically and geographically consistent with 
Measure for Measure, given that the play is set in Vienna under the fictional reign of Duke 
Vincentio. Ieronim, on the other hand, replaced it with lire, the Romanian equivalent of the source- 
language pounds, which is not accurate as far as those two previously mentioned aspects are 
concerned. 

On closer inspection, however, it turns out that Volceanov came up with a new pun in order 
to compensate for the loss of the original wordplay. The source-text line containing the pun reads 
'[t]o three thousand dolours a year,' while Volceanov's can be translated into English as 'Oh dear, 
three thousand ducats a year - it burns badly.' What he did was to substitute the Shakespearean 
dolour with a money-related expression, a ustura pe cineva la buzunare, the target-language 
counterpart of the English to burn a hole in one's pocket. The question then arises: did he come up 
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with this wordplay in order to make up for the loss of the original pun or to introduce the bawdy 
wordplay on syphilis? I am inclined to think this is not the case for two reasons. The first is that he 
managed to find a functional equivalent for the Bard's French crown by using Argintescu-Amza's 
portmanteau word sfrantuzeasca. The second is that, according to the Centers of Disease Control 
and Prevention, syphilitic chancres and rashes are usually painless (“Syphilis - CDC Fact Sheet 2”). 

Particularly striking is, however, the fact that Volceanov could have come up with a faithful 
and ingenious translation for the ribald wordplay on dolour. Partially, he did for his version of The 
Tempest where he replaced dollar/dolour with a pair of paronyms galben/galbinare (301), the 
Romanian counterparts of the source-language coin/jaundice, but for some reason, he did not use a 
variant of the latter in his translation of Measure for Measure. It is true that jaundice can be a 
symptom for a variety of underlying conditions, but it is just as true that it is usually triggered by 
hepatitis. Moreover, according to Hepatitis B Foundation, hepatitis B, C and D can all be 
transmitted through sexual intercourse (“ ABC's of Viral Hepatitis ”), not to mention that the most 
common symptoms of hepatitis C are muscle and joint aches. (“Symptoms of Hepatitis C”). For 
example, he could have translated dolours as galbinari, a portmanteau term that combines dinari 
and galbinare. Although dinars, the English counterpart of the target-language dinari, is just as 
geographically inaccurate as Ieronim's lire, in my opinion, this anatopism pales in comparison with 
the fact that this blend of words would have perfectly captured the idea that dolours, in this context, 
symbolizes the financial equivalent of the treatment for the pain caused by a sexually transmitted 
disease. 

By analyzing the three Romanian adaptations against Delabastita's pun translation strategies, 
it becomes evident that both Argintescu-Amza and Ieronim resorted to a selective non-pun, 
translating one of the meanings of the wordplay, while leaving the other one out. Volceanov, if my 
assumption is correct, inserted a new ribald pun in order to compensate for the loss of the 
Shakespearean one by means of the ZERO > PUN procedure. 

3. CONCLUSIONS 

Several conclusions can be drawn from the parallels featured in the previous section of the 
present paper. Chief among them is the one according to which recreating the Bard's references to 
syphilis in a foreign language is indeed possible, but nonetheless requires much more time and 
effort than is normally considered necessary, especially when the donor and recipient cultures share 
little to no similarities. However, this is not too heavy a burden to bear when a flexible approach to 
translation is taken. 

Adaptability, in this context, implies knowing what to compromise on when faced with such 
instances of languages. Yet there is no ready-made recipe for success in this area. Figuring out what 
to lose and what to keep is no simple task, but in order to live up to Shakespeare's level of ribaldry 
and punning, translators should be able to bend their first language to suit their ultimate purpose— 
that of producing on the target-text audience an effect similar to that experienced by native readers 
and spectators while keeping as close as possible to the source text. But in order to accomplish this 
goal, some familiarity with the original spelling editions of Shakespeare's plays must be established. 

As is evident from the vertical homophonic wordplay on dolour analyzed in the previous 
section of the article herein, a fairly large number of the Bard's allusions to this venereal infection 
have been lost as a consequence of further changes brought to the English orthography and sound 
system, but there are nonetheless cases in which some of them can be recreated in another language. 
Reviving them through the process of translation is nearly impossible if the three Folios are not in 
any way consulted prior to one's attempt to recreate Shakespeare's puns on the scourge of Venus. 

However, probably the most important idea that emerges from the present paper is that this 
aspect of the Elizabethan culture deserves more attention from Romanian translators. We have a lot 
of catching up to do as far as this topic is concerned and a whole lot more to lose if we continue to 
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accord little importance to it. What the article herein seeks to achieve is to raise awareness among 
the autochthonous Anglicists of the importance of bridging the gap between source- and target- 
culture via linguistic flexibility. 
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Abstract: The aim of our essay is to analyse and to reveal the secrets of one of Ionescu' hidden 
identities, an author who can mask behind many notations structured in two axis: the inside and 
outside, the usually vulnerable identity and the otherness which is incomprehensible. The private 
literary diary is still considered to be somewhere at the borders of the mainstream literature, in a 
place in which authenticity and the aspiraton towards it seem to be the guiding principles. Ionescu is 
concerned more about himself than the world, his constant attempt was to understand his own self, 
and in the end, the author achieves a true and deep soul-searching. Published when Ionescu was 
already in France, he is one of those diaries which were not intended for publishing, thus employing a 
surprizing instance of authenticity. 

Keywords: Eugen Ionescu, literary biography,diary, theatre, authenticity, hapiness, anguish 


Aparut in anul 1967, cand Eugen Ionescu avea 58 de ani, Jurnal in farame (.Journal 
en miettes) este si nu este, din punctul de vedere al definitici §i al caracteristicilor stride ale 
genului biograficului, un jurnal intim. Chiar titlul jurnalului ne previne asupra uneia din 
principalele caracteristici ale genului, si anume exprimarea intermitenta, fragmentata sau, a§a 
cum insusi autorul o spune, „in farame". Jumalul ionescian nu respecta canoanele genului 
biograllc sau autobiograllc, ci pare mai degraba sa fie o permanenta interogare a constiin1,ci in 
incercarea autorului de a intclegc lumea, de a se intclcgc pe sine, de a se explica prin 
intermediul unor momente ale vicpi pe care, prin harul memoriei, le aduce in prezentul 
scrierii. Acest tip de jurnal nu respecta nicio cronologie, ci incearca o explicare §i explicitare 
a ceea ce face, simte §i gande§te autorul, urmand meandrele si subterfugiile eului in incercarea 
sa, in aparen|a haotica, de a se impaca cu lumea §i cu sine. 

Spre deosebire de alfi autori de jumale intime, interesap de consemnarea 
evenimentelor cotidiene pe care le traiesc, Eugen Ionescu utilizeaza o tehnica speciala, ce 
consta in notarea impresiilor in functic de flash-urile memoriei. „ Claie peste gramada ce de 
imagini, ce de vorbe, ce de personaje, ce de figuri simbolice, toate la un loc, aproape totuna 
niciodata chiar asa, o invalma§eala de mesaje in dezordinea pe care pina la urma poate o 
recunosc, dar care nu ma ajuta deloc sa progresez in privinta problemei fundamentale: ce este 
vial,a? Ce este ceea ce ma inconjoara? Cine sunt” 1 . Aceste cateva cuvinte ne dezvaluie un 
Ionescu fragil si vulnerabil, un Ionescu preocupat mai mult de el insu§i decat de lumea 
exterioara §i care se interpreteaza cu intcligcnpi, pentru a contura, la final, o autentica si 
dramatica dar, in acela§i timp, foarte vie cautare identitara. 


1 Eugen Ionescu, Jurnal in farame, traducere de Irina Badescu, Editura Humanitas, Bucure?ti, 1992, p. 159. 
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Jurnalul ionescian, impropriu denumit jurnal, daca ar 11 sa tjncm seama de canoanele 
genului biografic, nu este unul obi§nuit, nu este cautarea timpului pierdut, este tocmai 
cautarea de a afla rostul acestuia. Pe parcursul acestei cautari vom regasi intrebarile speciilcc 
cu privire la incercarea lui Ionescu de a in|elege, de a se intelege, de a gasi sensul victii, de a 
se marturisi, raportandu-se permanent la sine, la un sine pe care il instituie pe masura ce il 
scrie. Jurnalul pare a fi un examen de constiinl,a in demersul autorului de a intclcge conflictul 
cu alteritatea: o alteritate interioara (celalalt, strainul perceput de sine), alteritatea exterioara 
(umana si obiectuala), dar si f'ragi 1 itati 1c descoperite in relate cu divinitatea, solitudinea, 
neantul, sau, din contra, viat,a traita frenetic. De asemenea, apare dramatic sentimentul tragic 
al timpului care se grabcste spre moarte, iar cxistcnta este privita ca o eterna trecere. 

Se adauga la acestea cateva obsesii ale lui Ionescu care parca fac parte din categoria 
a§a numitelor „boli profesionale” 2 cum le numeric Eugen Simion : solitudinea, oarecum 
paradoxala, plictisul modem, domestic, tcntatja viciului, o imensa oboseala, dilatata 
existentialist §i fascia sumbra a alcritatii radicale §i anume cea thanatica. Moartea este obsesia 
teribila, inspaimantatoare si continua a diaristului Ionescu. Explica|ia acestei obsesii apare 
chiar la inceputul cartii : copil fiind, dcspartirca de mama pe care o adora va da nastcrc unei 
frici care va fi o dominanta a copilariei automlui. In conccppa lui Ionescu, jurnalul este o 
incercare de recuperare a timpului, de retraire mai intensa a acestuia, deoarece, pentru el, 
sentimentul trecerii implacabile a timpului care se grabe§te spre moarte apare la o varsta 
extrem de frageda §i con^liinta sfarsitului in moarte este de o acuitate dureroasa. „Cind am 
observat pentm prima data ca timpul trece ? Sentimentul nu a fost legat de la bun inceput de 
ideea mortii. Desigur, la patru - cinci ani, mi-am dat seama ca am sa devin din ce in ce mai 
batrin, ca am sa mor” 3 4 . Foarte devreme, Ionescu a manifestat o sensibilitate maladiva in 
legatura cu trecerea timpului, dublata de teama ca timpul il va invinge si ca nu va mai avea 
ragazul sa raspunda la propriile intrebari asupra rosturilor victji : „Am alergat dupa vial,a sa 
prind parca timpul, §i am tinut sa traiesc. Atit am alergat dupa viata, incit intruna mi-a scapat, 
am alergat, nici n-am intirziat, nici nu i-am lat-o inainte, si totu§i, n-am prins-o niciodata, ca §i 
cind as fi alergat pe linga ca”^. 

In ce prive§te modalitatea de realizare a jurnalui, am putea pune doua intrebari care 
sa vizeze structura intima a unei astfel de specii, si anume : ce ordine ar trebui sa stabileasca 
cel care incearca sa-§i restituie viata in scris ? Sa urmeze meandrele memoriei sau sa 
retraiasca evenimentele intr-o ordine cronologica ? Studiind jurnalul ionescian putem lesne 
observa ca nu este prestabilita si nici stability o ordine a faptelor, pentm autor o problema 
centrala gravitand in jurul cauzelor care au dus la neinjelegerile cu tatal sau sau mcercarea de 
a explica de ce nu a putut accepta situa|ia politica din |ara sau, de ce nu-§i poate regasi 
originea pe linia materna. Ionescu transgreseaza deci una din caracteristicile jumalului care 
presupune ordine cronologica si o anumita rigoare, pentm ca, in Jurnal in farame opereaza 
inversiuni, deplasari de fragmente sau elipse care se constituie, de cele mai multe ori, in 
franturi de vise, pareri, amintiri, aprecieri morale sau literare. 

intreaga existenta a lui Eugen Ionescu sta, constata criticul Eugen Simion, sub semnul 
unei acute nevoi de confesiune, o confesiune pentm care cronologia este doar o axa de care 
diaristul Ionescu se tine la distanta, intentionat sau nu. In paginile de jurnal, Eugen Ionescu isi 
traieste temele si obsesiile: spaima de moarte, dar alaturi de ea, copilaria si lumina asociate 


2 Eugen Simion, Ficfiunea jumalului intim, Univers Enciclopedic, Bucure§ti, 2001, p.239. 

3 Eugen Ionescu, op.cit., p. 9. 

4 Idem, ibidem, p.97 
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„miracolului uimirii” 5 , revelatiei, conflictul tata-fiu, venerarea mamei, oniricul, solitudinea, 
zadarnicia existentei, timpul, razboiul, si nu in ultimul rand literatura. Toate aceste aspecte ale 
naturii sale il conduc pe diaristul Ionescu la o meditatie profunda asupra sensului existentei, 
iar aceasta nevoie de a reveni destul de des asupra trairilor sale se traduce prin faptul ca „il y 
a toujours dans ce journal interminable "une miette" manquante qui en obscurcit le sens”. 6 
Intalnim la Ionescu o unitate intre viata (traita sau visata) si opera sa, un amestec de 
autobiogralic si fictiune, ceea ce obliga cititorul, constata Andre Le Gall, la o oarecare 
prudenta atunci cand stabileste adevarul: „I1 faut le lire, mais avec une loupe assez puissante 
pour discerner la transposition, la reconstitution, le decalage, l'affabulation, l'artiste n'ayant 
jamais prononce le voeu d’exposer toujours la verite materielle des faits, mais seulement d’etre 
le "temoin absolument objectif de sa subjectivite” 7 . 

Prima secventa a Jurnalului in farame se intituleaza Imagini din copilarie facute 
tandari si rememoreaza paradisul copilariei sale petrecute in climatul rnorii de la La Chapelle 
- Anthenaise intr-un eden atemporal, echivalat cu un prezent continuu. Pentru Ionescu, 
copilaria reprezinta paradisul existentei omului, unicul: „Copilaria e lumea minunii sau a 
miracolului:[...]Asta e paradisul, lumea din ziua dintii ” 8 . Paradisul, constata Lucian Raicu, 
este reprezentarea unei lumi care scapa curgerii timpului, care „nu cade” 9 . Doar ca, din 
nefericire, omul este alungat prea de timpuriu si fara cale de intoarcere. Senzatia caderii, 
sfarsitul inocentei, despre care vorbeste exegetul, este una dintre cele mai ingrijoratoare 
dintre senzatiile ionesciene, si acesta a trait-o la patru ani, cand a descoperit ca nimic nu este 
vesnic. A fi izgonit din copilarie inseamna a deveni adult. 

Dar spectacolul lumii, vazut prin ochiul copilului si alcatuit la inceput din bucurie, 
uimire, implinire, se transforma foarte repede in cosmar. La tara, Ionescu traieste pentru prima 
oara experienta luminii si el va pastra intreaga sa viata aceasta stare de gratie pe care o va 
compara, mai tarziu, in Antidotes , cu starea de iluminare la care ajung misticii orientali. Acest 
tinut este in afara timpului, este echivalentul paradisului in care Ionescu incearca un sentiment 
de plenitudine pe care il va regasi, cu nostalgie, la varsta adulta. Parasirea gradinii Edenului 
constituie o prima sfasiere, o cadere in timp care il face sa uite ceea ce, pe cand era copil, 
intelesese: „Nu am cazut niciodata in uitare, nu am redobindit niciodata copilaria” 10 . Doar arta 
ii poate permite sa mai strabata acest spatiu. Daca Malraux ignora copilaria, daca Sartre o 
detesta, Ionescu, in schimb, o adora, dovada este faptul ca atat operele de fictiune, cat si 
jumale sale abunda in imagini, mituri ale copilariei si ale luminii. Copilaria si lumina sunt 
doua teme importante in literatura ionesciana, ambele simbolizand salvarea, intrucat scriitura 
ionesciana isi regaseste vitalitatea, se revigoreaza, de indata ce se apropie de acest spatiu 
dezangoasant, de securitate. 

In Jurnal in farame, caracterizarea starilor paradisiace implica suprimarea timpului, a 
caderii, a trecerii. Inca din frageda copilarie, angoasa se strecoara in sufletul sau si nu il va 
mai parasi niciodata. Diaristul isi analizeaza existen^a si recunoastc ca durerile, suferinfele, 


5 Gelu Ionescu, Anatomia unei negatii, Editura Minerva, Bucuresti, 1991 , p.23. 

6 Marie- Claude Hubert, Eugene Ionesco, Seuil, Paris, 1990, p. 210. /Exista mereu in acest jurnal o farama absenta care 
intuneca sensul. [Traducerea noastra] 

7 Andre Le Gall, Eugene Ionesco. Mise en scene d'un extrait special en son oeuvre et en son temps, Flammarion, Paris, 2009, 
p. 49 / Trebuie citit dar cu o lupa destul de putemica pentru a disceme transpunerea, reconstituirea, decalajul, afabulatia, 
artistul neexprimandu-si dorinta de a expune adevarul material al faptelor, ci doar sa fie martorul absolut al subiectivitatii 
sale./ [Traducerea noastra] 

8 Eugene Ionesco, Jurnal in farame, p. 41. 

9 Lucian Raicu, Journal en miettes cu Eugen Ionesco, Editura Litera, Bucuresti, 1993, p.33. 

10 Eugene Ionesco, op.cit., p.21. 
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e§ecurile i s-au parut intotdeauna mai adevarate decat rcusitclc sau placerea. Ideea stingerii 1-a 
inspaimantat intotdeauna si nu a putut sa uite ca lumea are un sfar§it. Adevarata cadere in 
timp a scriitorului-filozof a avut loc la varsta de cincisprezece ani, adica atunci cand a depart 
§i ceea ce ii mai ramasese din copilarie. Din acel moment a fost deplin consticnt de trecerea 
timpului, a inceput sa se simta batran si a inceput sa alerge dupa viata. Pana atunci s-a simpt 
etern, asemenea elementelor naturii sau corpurilor cere§ti. 

O dominanta a spiritului autorului este ambivalenta intre omul coplesit de sentimentul 
propriei zadarnicii si creatorul unei opere care s-a zamislit din ambitii, orgoliu si dorinta 
enorma de a iesi din anonimat. Ionescu traieste intens bucuria de a fi, o bucurie a prezentei, 
iar inclinatia jurnalistului spre ceea ce e drept isi gaseste radacinile tocmai in aceasta 
sensibilitate la fericire, iar tot ceea ce este rau constituie, considera Ionescu, o ofensa adusa 
acestei sensibilitati. In aceasta situatie, absurdul nu este altceva decat „tot ce nu este miracol, 
sarbatoare, fericire” 11 . Chiar daca paradisul ionescian nu se limiteaza la aspectul politic, totusi 
acesta il presupune, pentru ca fericirea este tocmai aceasta aptitudine a omului liber care 
atinge starea de plenitudine. „Inchisoarea cea mare este timpul”, iminenta sfarsitului, goana 
spre rnoarte, dar lipsa de libertate, „inchisoarea totalitara” 12 reprezinta unul dintre semnele ei. 

Ce este via(a? Aceasta este o alta intrebare la care Ionecscu cauta un raspuns. Pentru 
diarist, viat,a nu echivaleaza cu timpul, nu e existent.a care curge. Dimpotriva, ea inseamna 
prezent, prezen|a §i plenitudine. La inceputul anilor §aizeci, el recunoa§te insa faptul ca atata a 
alergat dupa vial,a incat a pierdut-o. Pe masura ce imbatrane§te, simte ca ritmul temporal se 
accelereaza tot mai mult. Crede ca visul poate constitui o cale catre marile rcvcla^i i dar, cand 
se trczcstc, i§i da seama ca totul nu este decat o himera, adevarul absolut fiindu-i in continuare 
interzis.Uneori i§i transcrie visele, iar notapilc sale amintesc de proza fantastica si ne 
plaseaza in plin suprarealism. Credem ca Ionescu, la fel ca si Caragiale, este un spirit 
superstitios si religios. Visele lui sunt arhetipale, prezicatoare, el le descrie si interpreteaza, 
construind viziuni. 

Paradisul copilarie lui Ionescu este subminat de prezenta unui demon, reprezentat de 
imaginea tiranica a tatalui. Ionescu isi detesta tatal si isi adora mama. Amintim ca Montaigne 
afirma ca tatal lui a fost cel mai bun dintre parinti si nici Rousseau nu isi detesta parintele iar 
Balzac isi uraste mama. In Prezent trecut, trecut prezent, Ionescu retuseaza portretul acestuia: 
„Tatal meu n-a fost un oportunist constient, el credea in autoritate. Respecta statul. Credea in 
stat oricare ar fi fost el. Pentru el, de indata ce un partid lua puterea, avea dreptate. Astfel ca a 
fost legionar, democrat, francmason, nationalist, stalinist. Petru el, orice opozitie se insela. 
Pentru mine, opozitia avea dreptate” 13 . Fiul se defineste in opozitie cu imaginea tatalui: 
„..urasc autoritatea. [...].Tot ceea ce am facut, intr-un fel impotriva lui am facut” 14 . Conflictul 
cu tatal sau, abandonarea familiei de catre acesta, 1-au condus pe Ionescu spre o manifestare 
intensa a tandretei fata de mama sa. Perspectiva mortii mamei ii provoaca o teama cumplita si 
imensa suferinta cauzata de disparitia obiectiva a mamei sale nu-1 va mai parasi niciodata: 
„Fac un mare efort si imi aduc aminte ca e moarta de aproape treizeci de ani, de aproape 
treizeci de ani. Vad o gaura mare si m-apuca ameteala iar durerea mea creste: de atita vreme 


11 Lucian Raicu, op.cit., p.35. 

12 Idem, ibidem. 

13 Eugen Ionescu, Prezent trecut, trecut prezent , Traducere de Simona Cioculescu, Bucure§ti, Editura Humanitas, ed. I, 1993. 

p.22. 

14 Eugen Ionescu, op.cit., pp., 19-20. 
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singur-singurel, de atita vreme fara biata, iubita mea mamica” 15 . Daca moartea mamei devine 
o obsesie, cea a tatalui este pur si simplu omisa. 

Visurile, emotiile, obsesiile traite de Ionescu in timpul adolescentei si tineretii sale 
sunt transpuse in jurnalele sale intime precum si in fictiunile teatrale. La Ionescu, teama 
mortii iminente este persistenta, obsedanta, iar constiinta propriei sale morti apare inca din 
copilarie si este strans legata de trecerea timpului. Pentru el timpul nu inseama decit moartea 
ce va veni. Perceptia temporala a copilului corespunde unei prelungiri a clipelor, un fel de 
durata imobila. Caci viitorul este o proiectare inaccesibila copilului: „Cind mi se vorbea de 
anul viitor, aveam sentimentul ca anul viitor n-o sa vina niciodata. Iar cind eram la Chapelle- 
Anthenaise, ma aflam in afara timpului, deci intr-un fel de paradis.pe la unsprezece ani sau 
doisprezece ani, nu inainte am inceput sa capat intuitia sfirsitului. [...] Prezentul disparuse, n- 
a mai existat de-atunci pentru mine decit un trecut si un miine, un mime resimtit din pornire 
ca un trecut” 16 . 

De indata ce prezentul este pierdut, se declanseaza o adevarata cursa pentru viata si 
intreruperea definitiva a prezentului e insotita de decrepitudinea fizica, de moartea continua a 
corpului. Moartea continua a corpului este insotita de o senzatie de greutate a lumii, de o 
stare de extrema oboseala, care transforma existenta intr-un efort supraomenesc de a actiona 
si de a reactiona, efort, din pacate, ratat: „0 IMENSA OBOSEALA ma apasa. Dupa toate 
aparentele e de origine psihica, si parind a nu avea vreo cauza, dar cauza ei eu unul o 
cunosc:certitudinea, sau pe-aproape, ca totul e zadamic” 17 . Aceasta oboseala imensa de care 
vorbeste Ionescu in jumalul sau poate fi considerate o reactie a spiritului sau in fata vidului si 
a imposibilitatii de a pastra starea de prezenta continua de care vorbeam mai sus, stare de 
plenitudine. Lucian Raicu constata ca la Ionescu gandul mortii mobilizeaza puterile unei 
luciditati, iar aceasta permanenta concentrare asupra mortii este si un exercitiu spiritual 
caracteristic care returneaza gandirii puterea originara, altminteri de neatins. Leitmotivul 
mortii capata in jurnalul ionescian si o tensiune pozitiva, opera exista pentru ca exista moarte. 
Existenta mortii nu este integral tragica, este totodata si comica, daca ne gandim la regele care 
se stinge, un personaj deopotriva tragic si comic. 

Prin excelenta fire nelinistita, Ionescu se defineste apeland la o imagine revelatoare, si 
anume vartejul: „Eu sunt acest virtej. Exista, in fluviul asta larg, nenumarate virtejuri. In 
fiecare din ele se involbureaza unele si aceleasi ape, ca in tot restul fluviului:[...] Fiecare virtej 
e un eu individual. Personalitatea fiecaruia e data de organizarea, de miscarea 
proprie.[...]Fiecare virtej isi are realitatea lui evidenta,noniluzorie, in modul propriu de a 
organiza apelel fluviului comun” 18 . Foarte devreme, copilul dobandeste constiinta 
singularitatii sale si traieste diferenta fata de altii ca pe un fel de anomalie pentru ca, mai 
tarziu, la inceputul anilor ’30, eul sa devina pasiunea sa, obsesia sa, o adevarata tiranie. Raul 
pe care il resimte provine dintr-o ruptura interioara iremediabila: „Stiu, stiu, mi se va spune ca 
raul mi se trage din faptul ca sint despartit de mine insumi. [...] Proiectez deci eul, eul meu, in 
non-eul din care imi fac un eu, un eu rapace, un eu retragindu-se dintr-un non - eu care e un 
eu mai profund pe care nu vreau sa-1 accept ca eu profund. Trebuie sa ajung sa simt si sa 
inteleg la modul abstract, ca moartea e eu, ca acel non-eu e eul meu esential, adevarat” 19 . 


15 Eugen Ionescu, Jurnal in fdrdme, p. 129. 
15 Eugen Ionescu, op.cit, pp. 9-10. 

17 Ibidem , p. 20. 

18 Ibidem , p. 159. 

19 Ibidem, p. 63. 
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Forta ionesciana rezida in faptul ca autorul cauta originile raului in profunzimile 
omului, ale omului simplu, obisnuit, cumsecade si echilibrat, dar nu exclude nici mediile 
„inalte” 20 ale gandirii, motivul fiind acela ca acestea din urma colaboreaza cu Raul, 
intruchiparea Raului, la Ionescu, capata doua forme: raul inevitabil, iminent, fuga timpului, 
moartea celor dragi, si raul terestru,provocat, pe care il inventeaza si il intretin oameni, cu 
ajutorul sistemelor politice. Intre cele doua forme de rau exista o convergent^ si o 
complicitate dezgustatoare. Groazei de timp i se adauga cea a minciunii, a abuzurilor, a 
arbitrariului, a rinocerizarii. Acestea din urma, care pot fi evitabile, fac obiectul repulsiei 
ionesciene, dezgustul fata de tot ceea se aduce in plus marelui Rau pe care nu il putem ocoli. 
Confesiunea ionesciana, constata Eugen Simion, se deplaseaza, astfel, spre campul 
metafizicii: „raul nu vine din afara; este in noi [...]; infemul nu este aiurea, infemul este aici, 
in noi, noi suntem infemul” 21 . 

Fiind mereu in contradictie cu el insusi, contestatia, refuzul, negarea devin, prin 
excelenta, modalitatile de manifestare a disconfortului sau interior si exterior. Profunda sa 
insatisfactie, disperarea sa, sunt repede descoperite inca din primele pagini de jurnal inserate 
in Nu si ceea ce poate exorciza angoasa este tocmai mirarea de a fi. Ionescu a facut din 
aceasta mirare materia creatiei sale literare. Cele doua tendinte contrarii, si anume acceptarea 
fericirii provocata de prezenta luminii si angoasa provocata de presimtirea faptului ca fericirea 
nu este dcfinitiva, il epuizeaza. Sentimentul de a fi diferit, de a fi un strain printre oameni, s-a 
instalat la Ionescu inca de la varsta de sapte ani. Si el s-a simtit mereu incapabil sa se adapteze 
in aceasta lume pentru ca el crede ca strainul nu poate gasi limbajul comun care faciliteaza 
contactul cu ceilalti. Astfel, in Rinocerii, Ionescu il prezinta pe Beranger ca pe un individ 
strain de sine insusi si a carui singuratate este amplificata de societatea dominata de 
nenorocire. Intru totul responsabil, avand senzatia ca lumea este o problema care il priveste, 
Beranger, la fel ca si creatoml sau, isi asuma umanitatea si se opune oricarei fonne de 
agresiune, oricarei ideologii sau fanatismului si conformismului. Beranger este, de fapt, 
Ionescu, cel care incearca, in ciuda singularitatii sale, sa se ralieze lumii in care traieste, 
incercand sa o inteleaga, pentm ca singuratatea este greu de indurat. 

In incheiere, incercam sa dam un raspuns la intrebarea ce este literatura pentm Ionescu 
si daca aceasta are virtuti salvatoare pentm scriitor. Raspunsul nostm este afirmativ, pentm 
ca, desi, la inceput, scrisul ii provoca o mare oboseala, literatura fiind neputincioasa, cu 
trecerea timpului, a scrie devine pentm el eliberarea de angoasa, evadarea din existenta, 
regasirea miracolului copilariei, a plenitudinii lumii dar si provocarea angoasei si a existentei. 
Prin literatura fiinta se naste a doua oara. 

BIBLIOGRAPHY 

1. BALOTA, Nicolae, Literatura absurdului, Editura Univers, Bucuresti, 2000. 

2. GENETTE, Gerard, Palimseste s, Seuil, Paris, 1981. 

3. HUBERT, Marie-Claude, Eugene Ionesco , Seuil, Paris, 1990. 

4. ILIE, Emanuela, Jurnal in farame sau despre alteritate §i alii demoni, in "Analele 
$tiin(ificc ale Univ. Alexandru loan Cuza", Literatura, Iasi, Ed. Univcrsita(ii Al. loan 
Cuza, Ia§i, 2008-2009, tomurile LIV-LV. 

5. IONESCU, Gelu, Anatomia unei negatii, Editura Minerva, Bucuresti, 1991. 


20 Lucian Raicu, op.cit.. p.29. 

21 Eugen Ionescu, Antidotes, apud, Eugen Simion, op.cit., p. 23. 





280 


Iulian Boldea, Cornel Sigmirean (Editors) 

MULTICULTURAL REPRESENTATIONS. Literature and Discourse as Forms of Dialogue 
Arhipelag XXI Press, Tirgu Mures, 2016 
ISBN: 978-606-8624-16-7 
Section: Literature 


6. IONESCU, Eugen, Jurnal in farame, Traducere de Irina Badescu, Editura Humanitas, 
Bucuresti, 1992. 

7. IONESCO, Eugene, I litre via (a §i vis. Convorbiri cu Claude Bonnefoy, traducere de 
Simona Cioculescu, Editura Humanitas, 1999, Bucuresti, 

8. IONESCU, Eugene, Prezent trecut, trecut prezent, Traducere de Simona Cioculescu, 
Editura Humanitas, Bucuresti, 1993. 

9. IONESCO, Eugene, Note si contranote, Traducere din limba franceza si cuvant 
introductiv de Ion Pop, Editura Humanitas, ed. II, Bucuresti, 2002. 

10. LE GALL, Andre, Eugene Ionesco. Mise en scene d'un extrait special en son oeuvre et 
en son temps, Flammarion, Paris 2009. 

11. LEJEUNE, Philippe, Pactul autobiografic, Traducere de Irina Margareta Nistor, 
Editura Univers, Bucuresti, 2000 . 

12. LE RIDER, Jacques, Jurnalele intime vieneze, Prefata si traducere de Magda 
Jeanrenaud, Editura Polirom, Iasi/Bucuresti, 2001. 

13. SIMION, Eugen, Fictiunea jurnalului intim, vol. I-III, Editura Univers Enciclopedic, 
Bucuresti, 2005. 

14. RAICU, Lucian, Journal en miettes cu Eugen Ionesco, Editura Litera, Bucuresti, 1993. 




281 


Iulian Boldea, Cornel Sigmirean (Editors) 

MULTICULTURAL REPRESENTATIONS. Literature and Discourse as Forms of Dialogue 
Arhipelag XXI Press, Tirgu Mures, 2016 
ISBN: 978-606-8624-16-7 
Section: Literature 


NARRATIVE STRUCTURES IN "MEMORIES OF A JOURNEY" 


Maria Voinea 

PhD Student, University of Pitesti 


Abstract: In the Romanian literature, Calistrat Hogay's work has no immitation, its uniqueness 
residing in the original way the writer chose to achieve the travel journal. He harmoniously blends the 
description and the narration, the dialogue and the monologue, the dramatic and the ludic, the classic 
and the modem, the colloquial and the formed language. 

“Memories of a journey ” complies with the modern notions of narratology, one being able to identify 
or determine, throughout this work, the narrative stances - concrete, abstract, fictional —, the focus, 
but also the times - author’s time, diegetic time, discourse time, reader’s time. 

The narration, homodiegetic and subsequent, gains dynamism through dialogue, and charm through 
the contrast between essence and appearance, through the variety of nature descriptions that enrich 
the work, but also by alternating the colloquial and the formal style of the intradiegetic narrator. 


Keywords: narration, diegesis, author, narrator, character 


„Pe drumuri de munte” este o scriere care a imbogatit, a infrumusetat si a inovat 
literatura romana memorialistica de calatorie care, pana la Hogas, a fost reprezentata, tot cu 
mare cinste, de scriitori ca Vasile Alecsandri, Grigore Alexandrescu, Ion Codru-Dragusanu, 
Dimitrie Bolintineanu, sau Dinicu Golescu. 

Valoarea operei hogasiene i-o confera tocmai profunzimea sentimentului de dragoste 
fata de natura, care se impleteste cu dragostea fata de tara si fata de oamenii pamantului 
romanesc. 

Ca orice scriere memorialistica, si opera lui Hogas se caracterizeaza prin evocarea 
locurilor umblate, a oamenilor intalniti, dar si a starilor si a impresiilor traite de scriitorul- 
calator, in peregrinarile sale prin Muntii Neamtului. Evocarea presupune, implicit, ca moduri 
de expunere dominante, naratiunea si descrierea care, impletite cu dialogul si cu monologul, 
prezinta cititorului, in mod veridic, experientele de care neobositul calator al potecilor de 
munte s-a bucurat in drumetiile sale. 

Autorul „Amintirilor dintr-o calatorie”, ne apare, asa cum remarca Dumitru Micu, „nu 
ca un drumet integrat peisajului, ci ca un turist” 1 , el „simte cu toata Uinta sa chemarea naturii 


1 Dumitru Micu,1965, apud Hogas, C., 1988, p. 368 
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[...], insa o alta existenta - oraseneasca - si-a pus hotarator pecetea pe existenta si 
personalitatea lui” 2 . 

De remarcat este faptul ca opera lui Hogas raspunde notiunilor moderne de 
naratologie 3 , naratorul fund unul jovial, cu vadite inclinatii ludice, care ofera cititorului o 
reala incantare sufleteasca, pe de o parte, prin impletirea limbajului popular sau regional cu 
cel neologic, iar pe de alta parte, prin ideile si citatele latinesti sau filosofice care tradeaza 
caracterul erudit al scriitorului. Remarcabila, in ceea ce priveste ipostazele omului si 
scriitorului Hogas, este opinia lui Ilie Dan 4 : „Omul si poetul Hogas se regasesc, in variate 
ipostaze, ca fii ai naturii, dar ceea ce simturile lor inregistreaza este redat de catre profesorul- 
scriitor. De aici si un anume ,joc secund” care ne intampina in analiza prozei lui Hogas. 
Sufletul autorului, trairile sale, dincolo de frazele textului, sunt sincere si, pe alocuri, 
vulcanice, eliberatoare. Mijloacele exprimarii lor, rezumate ades la oameni-gesturi sau 
expresii-fonnule, sunt ale profesorului „prins” de eruditia sa, pe care nu de putine ori o 
parodiaza. Nu e o opozitie structural^ fundamentals, care sa diminueze talentul prozatorului.” 

Din perspectiva unei analize naratologice a operei hogasiene, se irnpune, initial, o 
prezentare a instantelor unui text narativ literar, pe care o regasim, de altfel, in prima parte a 
lucrarii „Punctul de vedere” a lui Lintvelt 5 : instantele concrete, adica instantele universului 
real: autor concret, cititor concret; instantele abstracte, care desemneaza instantele operei 
literare: autor abstract, cititor abstract si instantele fictive , care denumesc instantele lumii 
narate: narator, naratar, actori. In opinia lui Lintvelt, „intre autor §i cititor exista o relate 
dialectica” 6 . Luand in considerare si teoria lui Prince (1973), teoreticianul este de parere ca 
autorul concret este „creatorul real al operei literare” sau „destinatorul'\ iar cititorul concret 
este „destinatar sau receptor ” 7 al mesajului literar pe care autorul concret il transmite. Astfel, 
„autorul concret si cititorul concret sunt personalita|i istorice §i biografice, care nu apartin 
operei literare, insa se situeaza in lumea reala unde ele due, independent de textul literar, o 
via(a autonoma. In timp ce autorul concret constituie o personalitate fixa in epoca istorica a 
creatiei sale literare, cititorii sai, ca receptori, variaza in cursul istoriei, ceea ce poate antrena 
receptari foarte diferite §i chiar divergente ale aceleia§i opere literare” 8 . Pe de alta parte, in 
cartea amintita, Lintvelt considera ca „autorul abstract este producatorul lumii romanceti pe care o 
transmite destinatarului (sau)/ receptorului, cititorului abstract” 9 . 

In opinia lui Tillotson 10 , autorul abstract este un „al doilea eu\ in viziunea lui 
Prince * 11 , acesta este un „alter ego romanesc ”, in timp ce W.C. Booth 12 il considera un „autor 
implicit ”, iar Rousset 13 il vede ca pe un „subiect creator ”. 

Insistand asupra distinctiei autor concret - autor abstract, cititor concret - cititor 
abstract, acelasi poetician afirma ca „in timp ce autorul concret §i cititorul concret due o via(a 
extra-literara, autorul abstract si cititorul abstract sunt inclu§i in opera literara, fara a fi totu§i 


2 Ibidem, p. 369 

3 Tzvetan Todorov folose§te primul termenul de naratologie, In Gramatica Decameronului, aparuta In 1969 

4 Ilie Dan, in Prefata vol. Pe drumuri de munte (1973), apud Calistrat Hogas., 1988, p. 374 

5 Jaap Lintvelt, 1994, p. 25 

6 Ibidem, p. 26 

7 Ibidem, p. 25 

8 Ibidem, p. 25-26 

9 Ibidem, p. 26 

10 Kathleen Ttillotson 1959, apud Jaap Lintvelt, 1994, p. 26 

11 Gerald Prince, 1973, apud Jaap Lintvelt, op.cit 

12 W.C. Booth, 1961, apud Jaap Lintvelt, op.cit 

13 Jean Rousset, 1967, apud Jaap Lintvelt, op.cit 
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reprezentafi direct, caci ei nu se exprima niciodata nici direct, nici explicit. A§adar, nu poate fi 
vorba de o adevarata comunicare lingvistica intre autorul abstract §i cititorul abstract.” 14 

Schmid considera ca autorul abstract si cititorul abstract sunt „personificarile struc- 
turii de ansamblu a operei precum si ale receptarii ideale ale acestei structuri de ansamblu” 15 . 

Pentru a elimina posibilitatea unei confuzii intre autorul abstract si autorul concret, 
intre narator si autorul concret si intre naratar/ cititorul fictiv si cititorul concret, Lintvelt 
considera ca „ar trebui mai inainte sa precizam ca ideologia operei literare este aceea a 
autorului abstract, iar sentin|ele nu sunt pro nun (ate de catre autor, ci de catre narator; 
naratorul §i eroii vor putea, e drept, sa serveasca drept purtatori de cuvant autorului abstract” 
si ca „la fel cum este necesar sa se evite confundarea naratorului fictiv cu autorul concret, tot 
astfel trebuie facuta o distincpc intre naratar, jucand rolul de auditor sau de cititor fictivi in 
lumea romanesca, si cititorul concret, ducand o viaja autonoma in lumea reala.” 16 

Asadar, ipostazele autorului unei opere literare sunt: autorul propriu-zisl concret! real, 
al carui nume este precizat pe coperta unei carti, corespunzand „fiintei biologice, persoanei 
biografice” 17 , si autorul abstract care presupune autorul „creat de opera literara, proiectia 
literara a sinelui autorului concret produsa prin elaborarea operei, cel pe care il simtim in 
spatele operei si care nu corespunde niciunei fiinte reale, e o plasmuire a mintii noastre, creata 
de asteptarile, implinite sau nu, conferite de lectura operei” 18 . Pe de alta parte, cititorul 
concret este cel care citeste, efectiv, opera, iar cititorul abstract reprezinta „imaginea 
receptorului ideal, capabil sa concretizeze sensul total al operei, intr-o lectura activa” 19 . 

Privitor la opera hogasiana, este evident ca autorul propriu-zis al ,,Amintirilor dintr-o 
calatorie” este Calistrat Hogas, omul care, fizic, a trait intre anii 1847 - 1917 si care a 
acumulat o anumita experienta de viata, pe cand autorul abstract al aceleiasi opere este 
perceput de cititorul concret, numai prin prisma operei, pe parcursul lecturarii ei, ca un calator 
care, din dragoste pentru natura, in drumetiile sale, se dovedeste domic de cunoastere, plin de 
entuziasm, curajos, dar si posesor al unui pe cat de fin, pe atat de ascutit simt al umorului. 

Dincolo de autor, este simtita si prezenta naratorului care, asa cum sublinia Wolfgang 
Kayser, „este o figura creata care apartinc ansamblului operei literare” 20 si „nu este niciodata 
autorul” 21 , el fiind, de fapt, in opinia lui Franz Karl Stanzel, „o figura autonoma, creata de 
autor, ca si personajele” 22 sau, dupa Wilhelm Fuger, „o instanta intermediara intre autor §i 
istoria romanesca” 23 . In plus, Roland Barthes intareste afirmatiile celor doi teoreticieni, 
considerand ca „naratorul si personajele sunt esentialmente fiinte de hartie” 24 . 

In „Hermeneutica si naratologie aplicata”, autoarele Emilia Boghiu si Lacramioara 
Mutoiu definesc naratorul ca pe „cel care nareaza, instanta tipica a textului literar, purtatorul 
de cuvant al pozitiei ideologice a autorului abstract” 25 , putand fi „regasit sau depistat prin 
persoana gramaticala a verbelor si pronumelor din discursul narativ” 26 . 


14 Jaap Lintvelt., op.cit., p.26 

15 Wolf Schmid, 1973, apud Jaap Lintvelt, op.cit., p. 27 

16 Jaap Lintvelt, op.cit., p. 37 

17 Emilia Boghiu, Liliana Mutoiu, 2003, p. 9 

18 Ibidem 

19 Ibidem, p. 9, 10 

20 Wolfgang Kayser, 1954, apud Jaap Lintvelt, op.cit., p. 33 

21 Wolfgang Kayser 1958, apud Jaap Lintvelt, op.cit., p. 33 

22 Franz Karl Stanzel 1954; 1955, apud Jaap Lintvelt, op.cit., p. 34 

23 Wilhelm Fuger, 1972, apud Jaap Lintvelt, op.cit., p. 31 

24 Roland Barthes, 1966, apud Jaap Lintvelt, op.cit., p. 34 

25 Emilia Boghiu, Liliana Mutoiu, 2003, p. 10 

26 Ibidem 
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In „Amintiri dintr-o calatorie”, se observa ca naratorul afiseaza o atitudine ludica, 
ironica si comica, insa, spre incantarea cititorului, nu renunta nici la stilul paremiologic si la 
tonul filosofic, care confera un plus de savoare naratiunii. 

Jaap Lintvelt, in eseul sau de tipologie narativa 27 , considera ca, pentru a ilustra cat mai 
bine relatia dintre destinator si destinatar, „preferabila” este notiunea de naratar 28 , celei de 
cititor fictiv 29 al unei opere literare. Astfel, poeticianul este de parere ca aceeasi „legatura 
dialectica” 30 stabilita intre autor si cititor va exista si intre narator si naratar. „Cel mai adesea, 
imaginea naratarului nu se profileaza decat intr-un mod indirect prin apelurile ce i le adreseaza 
naratorul” 31 : Jsi poate deci inchipui oricine cu ce anumita evlavie si cu ce adanca si religioasa 
sfiala si plecaciune sarutai mana alba si catifelata, ce mi se intinse.” 32 

Alti doi tenneni, propusi de poeticianul Gerard Genette (1978) in analiza naratologica 
a unui text literar, sunt discursul si diegeza. 

Prin discurs, se intelege, conform teoriei lui G. Genette, relatarea istoriei, spunerea 
povestii : „poeticianul desemneaza, prin cuvantul recit, enuntul narativ, textul, discursul 
narativ care asuma relatarea unui eveniment sau a unei serii de evenimente [...] ” 33 . In 
„Amintiri dintr-o calatorie”, la nivelul discursului, naratorul este, de fapt, omul matur, vesnic 
indragostit de natura si de frumusetile patriei, care, pe masura ce isi redacteaza insemnarile de 
drum, retraieste cu nostalgie liccarc moment din timpul drumetiilor sale. 

Pe de alta parte, acelasi teoretician contrazice opinia platoniana, conform careia, prin 
diegeza („diegesis”), se intelege simpla povestire si, din dorinta de „a oferi teoriei literare si 
implicit istoriei literaturii cateva obiecte de studiu mai riguros conturate decat entitatile 
traditionale” 34 , considera ca diegeza („diegese” sau „histoire”) presupune actiunea propriu- 
zisa. Prin urmare, naratorul poate fi definit sau categorisit in raport cu discursul narativ, cu 
diegeza sau cu informatia transmisa. Genette stabile§te patru pozi(ii fundamental in care 
naratorul poate fi asczat, in func|ie de raportarea sa la nivelul narativ (extra- sau intradiegetic) 
§i la rela(ia cu diegeza/istoria (hetero- sau homodiegetic). 

Din perspectiva raportului narator - discurs narativ, naratorul, care povesteste la 
persoana intai, fiind si actorul sau personajul principal al intamplarilor povestite - alias 
calatorul devine, astfel, un narator autodiegetic 35 : „Mersesem numai vreo doua ceasuri si 
ma simteam obosit ca dupa o intreaga zi de drum. Ma hotarai sa poposesc undeva la umbra 
spre a-mi improspata puterile. Ma abatui din drum si intrai in padure; intamplarea ma duse 
sub un pale de mesteacani, unde pamantul era astemut cu o pajiste deasa si moale; imi luai 
bocceaua din spate, o asezai in chip de perna la radacina unui mesteacan, imi desfacui 
opincile si ma lungii cu fata-n sus si cu capul pe boccea...” 36 

Privit din perspectiva raportului narator - diegeza, naratorul „Amintirilor dintr-o 
calatorie” este intradiegetic 37 sau narator - personaj sau personaj - narator 28 . fiind implicat 


27 Jaap Lintvelt, op.cit., p. 34 

28 Gerard Genette, 1972, apud Jaap Lintvelt, op.cit., p. 32 

29 Wolf Schmid, 1973, apud Jaap Lintvelt, op.cit., p. 32 

30 Jaap Lintvelt, op.cit., p. 32 

31 Ibidem 

32 Calistrat Hogas, 1988, p. 34 

33 Angela Ion, Irina Mavrodin, in prefata cartii Figuri, de Gerard Genette, 1978, p. 12 

34 Ibidem, p.l 1, 12 

35 Gerard Genette, 1972, apud Jaap Lintvelt, op.cit., p. 95 

36 Calistrat Hogas, op.cit., p. 70-71 

37 W. C. Booth, , 1976, apud Emilia Boghiu, Liliana Mutoiu, op.cit., p. 12 

38 Jean Rousset, 1973, apud Jaap Lintvelt, op.cit., p. 33 
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in diegeza si avand, in acest fel, un dublu-rol: de narator si de personaj 39 : „Dupa un mers 
grabnic de doua ceasuri si mai bine, iesiram pe creasta unui deal lutos si sfaramat, care se 
ridica la o mica inaltime deasupra Almasului. Scoboraram in sat, trecand paraul cu acelasi 
nume, si merseram la micul schit de calugarite, care se afla din sus de curtea boiereasca.” 40 

Diegeza „Amintirilor dintr-o calatorie” e stapanita de un ton entuziast care isi pune 
amprenta si asupra discursului, insa, din umbra, acest ton este amenintat si de un registru grav, 
gata oricand sa se manifeste, mai cu seama in clipele de reflectie ale naratorului-personaj 
asupra existentei sale: „Ma asazai pe un bolovan la umbra si, dus pe ganduri, priveam 
nemiscat apa care fugea. Pe cursul ei neoprit, mi se parea ca fuge si sufletul meu; si o 
melancolie neasteptata ma cuprinse...” 41 

In aceasta prima parte a cartii lui Hogas, naratiunea este homodiegetica, pentru ca se 
desfasoara la persoana intai, asigurand textului o evidenta nota de subiectivitate, specified 
scrierilor memorialistice, si ulterioara, deoarece relatarea este realizata cu mult timp dupa ce 
s-au desfasurat evenimentele, timpul dicursului aflandu-se la o distanta de zeci de ani fata de 
cel diegetic. 

Din punctul de vedere al raportului narator - informatie livrata, naratorul operei in 
discutie este necreditabil 42 , pentru ca, in mod intentionat sau involuntar, el ofera o 
perspective subiectiva asupra faptelor relatate,: „Stiam mai mult decat trebuia: o gospodarie 
ca multe altele intre taranii nostri, o mica aventura de amor intre o fata saraca de la targ si un 
vaduvoi bogat de la tara: iar, ca incheiere, un concubinaj pe care un pardalnic de butuc venise 
sa-1 tulbure putin: omul traia olog la vitele lui, iar femeia cu picioarele intregi la casa omului. 
De altfel, Vasilica era totdeauna fata spre a marturisi ca femeia nu-si pierduse tocmai in zadar 
cei 28 de ani ce parea ca-i are.” 43 

Din perspectiva artificiului narativ uzitat, acelasi narator este unul exprimat, intrucat 
nu face apel la alte instante narative secundare si nu ascunde faptul ca el povesteste. Privit din 
aceeasi perspectiva, naratorul exprimat este si implicat dramatizat in actiunea „Amintirilor 
dintr-o calatorie”, deoarece „apare in cazul dublei perspective narative: una contemporana (a 
insemnarilor de calatorie) si una ulterioara (de prelucrare a memorialului de calatorie); el este 
cel care scrie si care traieste in ceea ce scrie” 44 : „Am pacatui, credem, impotriva amintirilor 
noastre de calatorie, daca am trece asa de usor peste aceasta figura blanda si binevoitoare. [...] 
Isi poate deci inchipui oricine cu ce anumita evlavie si cu ce adanca si religioasa sfiala si 
plecaciune sarutai mana alba si catifelata, ce mi se intinse. Si daca in sufletul meu a rasarit 
atunci vreo lumeasca si pacatoasa gandire, indelung milostivul D-zeu ma va ierta...” 45 

Conform clasificarii si descrierii tipurilor de perspectiva narativa realizate de Lintvelt, 
in studiul sau, se poate afirma ca perspectiva narativa a „Amintirilor dintr-o calatorie” este 
actoriala sau perspectiva personajului-actor: „In tipul narativ actorial, personajul-narator (eul- 
narant) se identified pe de-a-ntregul cu personajul-actor (eul-narat), pentru a-si retrai mental 
trecutul. Cititorul imparta§e§te, prin urmare, perspectiva narativa a personajului-actor.” 46 


39 Emilia Boghiu, Liliana Mutoiu, op.cit., p. 12 

40 Calistrat Hogas, op.cit., p. 11 

41 Ibidem, p. 73 

42 Emilia Boghiu, Liliana Mutoiu, op.cit., p. 14 

43 Calistrat Hogas, op.cit., p. 68 

44 Emilia Boghiu, Liliana Mutoiu, op.cit., p. 15 

45 Calistrat Hogas, op.cit., p. 34 

46 Jaap Lintvelt, op.cit., p. 102 
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Autorul, cititorul, discursul si diegeza sunt repere si pentru identificarea timpurilor 
textului literar, care, in opinia lui G. Genette, sunt: timpul autorului, timpul discursului, 
timpul istoriei sau timpul diegetic si timpul cititorului. 41 

Astfel, timpul autorului presupune timpul in care a fost scrisa cartea 48 , respectiv 
perioada in care Calistrat Hogas si-a insemnat, pe hartie, amintirile de calatorie prin Muntii 
Neamtului. Elocventa este, in acest sens, dezvaluirea pe care Valentin Ciuca, fost muzeograf 
la Casa Memoriala Calistrat Hogas, din Piatra Neamt, o prezinta in cartea sa, dedicata 
scriitorului tecucean: „va fi fost pentru Calistrat Hogas o perioada fertila de drumetie si de 
creatie literara rastimpul celor cinci ani (1881-1886) cat s-a asezat din nou cu slujba, alaturi 
de familie si de munte, la Piatra Neamt. Pentru scris, dupa lungile preumblari din timpul 
vacantelor, i-au fost, desigur, prielnice serile si noptile geroase de iama cand, singur, se 
retragea intr-o odaie din anexa casei, pentru mai multa liniste, spre a retrai in voie visurile si 
nostalgiile verii trecute. Si, cu ochii mari deschisi, talmacind in rotocoalele stravezii de fum, 
ca pe o harta magica, cardfile cu rniros de brad ale sihlelor nemtene, umblate doar de cei 
haraziti a le intelege taina, ostenit de emotie si si poate de efort, sriitorul se apleca asupra colii 
de scris, albastruie ca apa sticloasa a Bistritei. Cu litera marunta, precipitata, calatoriile trecute 
devin aievea, inviorate din loc in loc, adevarate popasuri, cu ritmice unduiri de vers.” 49 
(Ciuca, V., 1981: 56) 

Timpul istoriei/diegetic indica timpul real in care se petrec evenimentele narate 50 . In 
„Amintiri dintr-o calatorie”, se observa prezenta unor indicii temporale vagi, ncdcfinitc, 
precum: „in ziua de sase iulie [,..]” 51 , „12 iulie 18.,.” 52 , sau „eram la 18 iulie, cu doua zile 
adica inainte de iarmarocul de la Falticeni [...]” 53 , prin care, desigur ca nu se poate realiza o 
determinare precisa a timpului diegetic al operei. Asadar, timpul diegetic, in opera mai sus 
amintita, este vara, fara a se cunoaste anul sau anii in care se desfasoara actiunea, ceea ce 
indica faptul ca naratorul transmite naratarului, ideea ca nu este atat de importanta data 
concreta a unui eveniment, cat starea sau incarcatura afectiva pe care o implied acesta. Se 
poate interpreta, astfel, ca naratorul-personaj, in mod intentionat, nu divulga cititorului data 
exacta a intamplarilor, permitandu-i acestuia din urma sa se raporteze intr-un timp cat mai real 
la evenimentele narate, estompand granitele dintre trecutul diegetic si Ceea ce ofera, intr- 
adevar, cititorului concret, iluzia unei naratiuni simultane, in opera hogasiana, sunt verbele la 
perfectul simplu. Acest perfect simplu „pare sa nu mai exprime un trecut, el provoaca iluzia 
unei naratiuni simultane cu prezentul deoarece cititorul se identified cu personajul-actor” 54 , 
estompand, in acest fel, distanta dintre timpul diegetic si timpul cititorului, care desemneaza 
momentul sau perioada in care este receptata opera. 55 

Timpul discursului reprezinta momentul in care sunt povestite evenimentele si nu 
trebuie confundat cu timpul autorului 56 . 

In contextul naratiunii homodiegetice a „Amintirilor dintr-o calatorie”, este de 
remarcat faptul ca „func(iile de narator §i de actor/personaj principal sunt indeplinite de 


47 Emilia Boghiu, Liliana Mutoiu, op.cit., p. 90 

48 Ibidem 

49 Valentin Ciuca, 1981, p. 56 

50 Cf Emilia Boghiu, Liliana Mutoiu, op.cit., p. 90 

51 Calistrat Hogas, op.cit., p. 7 

52 Ibidem, p. 35 

53 Ibidem, p. 96 

54 Franz K. Stanzel, 1955, apud Jaap Lintvelt, 1994, p. 109 
55 Cf Emilia Boghiu, Liliana Mutoiu, op.cit., p. 90 

56 Ibidem 
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acela§i personaj - calatorul - ca eu-narant si ca eu-narat” 51 . Este valabila, astfel, opinia lui 
Lintvelt, conform careia, „personajul-narator (eul-narant) §i personajul-actor (eul-narat) sunt 
asociate in interiorul accluiasi personaj. Viaja interioara a personajului e nu numai perceputa, 
ci §i formulata de personajul insu§i.” 58 

Fiind vorba despre o scriere memorialists a, trebuie subliniat faptul ca intre scriitor, 
narator si personaj, se stabileste un raport de egalitate, fiecare identificandu-se cu celalalt. In 
acest sens, este elocventa si parerea lui Al. Sandulescu: „Povestitorul [...] are un fannec al lui 
ce nu se poate confunda cu al niciunui alt calator si memorialist din literatura romana. Ca 
scriitor al muntelui, el ramane, desigur, cel mai important, iar ca erou al propriilor intamplari, 
cel mai izbutit dupa Creanga. [...] Printre calugarii, ciobanii, petrecaretii intalniiti in drumurile 
sale de la Varatic, la Sacu, la Agapia, spre Pipirig, in Valea Sabasei, la Tazlau sau pe Sestina, 
scriitorul este, de la distanta, personajul cel mai viu, de care depinde intreaga arhitectura a 
textului. Situatie mai putin obisnuita, pentru ca memorialistii, in genere, au tentatia in primul 
rand sa descrie si numai in subsidiar .set se descrie (portretele lor morale fiind deduse a 
posteriori ), sau sa alunece in comentariu liric sau gazetaresc. Hogas se detaseaza, prefacand, 
ne amintim, constient, „impresia de calatorie” totusi periferica in activitatea unui scriitor, in 
literatura, in opera de fictiune. Ca personaj, el se afla in mai multe ipostaze, dar niciodata 
intr-una exclusiv lirica.” 59 

Dincolo de personajul-narator, pot II identificate, in „Amintiri dintr-o calatorie”, si 
personajele secundare, care au rol fie de insotitor de drum, fie de calauza, fie de gazda. Prin 
intermediul acestora, este evidential, si mai mult, placerea calatoriei personajului-actor prin 
regiunile alpestre ale Moldovei, si, totodata, subliniat, in mod indirect, in functie de 
imprejurare, felul de a fi al drumetului. Dintre aceste personaje, se remarca „tanarul tovaras de 
calatorie” 60 al personaj ului-actor, a carui identitate ramane necunoscuta, deoarece intentia 
scriitorului este de a sugera cititorului cat de importanta este existenta acestui tovaras in 
periplul sau montan, fara a conta numele acestuia. Critica literara 1-a comparat pe acest 
tovaras de drum al lui Hogas cu Sancho Panza al lui Cervantes: „Ca in Don Quijotte, asistam 
la dialoguri repezi, grotesti ori hazlii, intotdeauna invioratoare. In romanul cervantesc, 
iscusitul hidalgo de la Mancha se ciorovaieste necontenit cu scutierul Sancho Panza. Hogas se 
ciorovaieste cu pseudoscutierul lui, un ofiter fara nume. Initiativa o are scriitorul, care i se 
adreseaza prietenului cu apelative ironice: „Esti de o rara patrundere, tanarul si frumosul 
meu Alexis...”, „Ia te uita, frumosul meu Telemac, cu ce priveliste mareata te daruieste, 
pentru astazi, bunul D-zeu. alparintilor tai .” 61 

Insotit de acest „amic”, calatorului, „nu i se uraste” 62 , ci, dimpotriva, „drumul ii pare 
mai scurt atunci cand firigul sau singuratatea devin apasatoare” 63 , intretinand cu acesta 
conversatii, care, uneori, devin chiar „sporovaieli amuzante” 64 , pline de ironie: „ - Ma rog, 
zise tovarasul meu, taindu-mi vorba, auzit-ai vreodata de moara lui Tudoran cea pustie? - Nu; 
dar ce e cu moara lui Tudoran cea pustie? - Si de batea, si de nu batea vant, ea tot se 
invartea.” 65 


57 Jaap Lintvelt, 1994, p. 95 

58 Ibidem, p. 115 

59 Al. Sandulescu, 1982, apud Calistrat Hogas, 1988, p. 383 

60 Calistrat Hogas, op.cit., p. 7 

61 Constantin Ciopraga, 1960, p. 118 

62 Ibidem 

63 Ibidem, p. 119 

64 Ibidem 

65 C. Hogas, 1988, p. 48 





288 


Iulian Boldea, Cornel Sigmirean (Editors) 

MULTICULTURAL REPRESENTATIONS. Literature and Discourse as Forms of Dialogue 
Arhipelag XXI Press, Tirgu Mures, 2016 
ISBN: 978-606-8624-16-7 
Section: Literature 


Pe langa cei doi tovarasi de drum, apar, episodic, calauzele si gazdele pe care acestia 
le intalnesc, in drumul lor. Astfel, calauze le sunt: Maica Filofteia („Spre manastiri”), 
„baietanul ca de cincisprezece ani” 66 , dascalul Alecu din Varatic („De la Varatic la Sacu”), 
„un om de loc” 67 din Sacu („Spre Piping”) si Axinia („Pe Sestina”), iar gazde, stareta 
Schitului Almas, egumenul manastirii de la Horaita, maicutele de la Manastirea Varatic, 
„singuraticul calugar al Sihlei” 68 , „singuraticul calugar” de la Sahastria 69 , maica Evghenia, de 
la Agapia, „parintele Ionica din valea Pipirigului” 70 , ciobanii de la stana de pe Halauca, 
femeia din Valea Sabasei, Axinia si sotul ei, crasmarul Avrum si sotia lui, Sura, crasmarul de 
la Mircu, Ilie Filipoiu si sotia sa, jupaneasa Zamfira, Ion Rusu, cei doi flacai de la Paltinis si 
„o targoveata foarte draguta” 71 , din Dorna. 

In ceea ce priveste functiile instantelor narative, este necesar a se reaminti teoria lui 
Lintvelt, conform careia, naratorul i§i asuma o serie de funcpi care nu ii pot apartinc decat lui: 
in primul rand, el este cel care indeplineste , functia narativa, pe care Dolezel o numeste 
functia de reprezentare 12 . Aceasta funcfie se combina intotdeauna cu funcfia de control sau 
cu funcfa de regie, caci naratorul controleaza structura textuala in acest sens, fund capabil 
sa citeze discursul actorilor (semnalat prin semne gralicc precum ghilimelele §i doua puncte) 
in interiorul propriului sau discurs. A§a se face ca el poate introduce discursul actorilor prin 
verba dicendi si sentiendi sau le poate semnala intonatia prin indicatji scenice, pe cand 
altminteri nu se poate. Pe langa aceste doua funcpi obligatorii, naratorul e liber sa exercite 
sau sa nu exercite functia op{ionala de interpretare, sa-§i manifeste adica sau nu pozifia 
interpretativa, ideologica.” 73 Astfel, daca naratorul „Amintirilor dintr-o calatorie”, exercita 
functia narativa sau functia de reprezentare, si funcf a de control, atunci, personajului- 
narator, fiind subiect al actului narativ - „actor-narator care se misca, judeca si povesteste” 74 - 
, ii revine functia optionala de reprezen tare. 

Pe de alta parte, daca tovarasul de drum al personajului-narator, indeplineste functia 
de interpretare, intrucat este un „actor care se misca si judeca, exprimandu-si intotdeauna 
atitudinea sa subiectiva fata de evenimentele narate” 75 , celelalte personaje, deoarece sunt 
numai „eroi” si „numai se misca” 76 , exercita functia de actiune. 

Un alt aspect pe care il vizeaza sau il implied o analiza din punct de vedere naratologic 
a unui text literar il reprezinta tipul de viziune 77 sau tipul de focalizare™. Din aceasta 
perspective, numerosi cercetatori au realizat o analiza si o clasificare a tipurilor de viziune sau 
de focalizare, insa, in opinia lui Lintvelt, ramane „utila” analiza teoriilor lui J. Pouillon, T. 
Todorov si G. Genette. Astfel, Pouillon distinge trei tipuri de viziune: viziunea „cu”, viziunea 
„din spate”, viziunea „din afara”. „Termenii de viziune „cu” si de viziune ,,din spate” 
desemneaza subiectul-perceptor, actor sau narator, §i definesc in consecinfa perspectiva 
narativa propriu-zisa. Viziunea „ din afara ” se caracterizeaza totu§i prin perceperea externa a 


66 Ibidem , p. 14 

67 Ibidem , p. 38 

68 Ibidem , p. 23 

69 Ibidem , p. 26 

70 Ibidem , p. 43 

71 Ibidem , p. 127 

72 Lubomir Dolezel, 1973, apud Jaap Lintvelt, 1994, p. 35 

73 Jaap Lintvelt, op.cit., p. 35 

74 Cf Emilia Boghiu, Liliana Mutoiu, op.cit., p. 16 

75 Ibidem 

76 Ibidem 

11 Jean Pouillon, 1946, Tzvetan Todorov, 1968,1973, apud Jaap Lintvelt, 1994, p. 54 
78 G. Genette, 1972, apud Jaap Lintvelt, op.cit., p. 56 
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obiectului perceput si privcstc, prin urmare, numai §i numai profunzimea perspectivei 
narative .” 79 Inspirandu-se din teoria lui Pouillon, Tzvetan Todorov combina, de asemenea, 
perspectiva narativa cu profunzimea acesteia si stabileste, la randu-i, trei tipuri de viziune: 
„viziunea „din spate”: naratorul >personajul : naratorul cunoa§te mai mult decat actorul, 
viziunea „cu naratorul = personajul: naratorul cunoa§te tot atat cat actorul si viziunea „din 
afara”: naratorul < personajul: naratorul cunoastc mai putjn decat actorul.” 80 Celor doua 
teorii (a lui Pouillon si a lui Todorov), li se adauga cea a lui G. Genette, care se bazeaza pe 
cea a lui Pouillon, insa propune o alta tenninologie: focalizare zero (care corespunde viziunii 
„din spate”, focalizare interna (care corespunde viziunii „cu”) si focalizare externa (care 
corespunde viziunii „din afara”). in conceptia lui Genette, prin focalizare zero, se intelege 
existenta unui narator omniscient, care ofera o viziune globala asupra realitatii pe care o 
descrie, el vazand si stiind tot. „Prin focalizare interna, Genette intelege punctul de vedere al 
unui personaj focal” 81 , naratorul permitand accesul cititorului la psihologia personajului. 
Acest tip de focalizare creeaza complicitatea cititorului cu personajul, mergand pana la 
identificarea cu acesta. 

Pe de alta parte, ,focalizarea externa nu desemneaza subiectul-perceptor, ci perceptia 
externa a obiectului-perceput. Nu e vorba, asadar, de perspectiva narativa, ci de profunzimea 
perspectivei narative.” 82 Astfel, prin focalizarea externa, se intelege ca naratorul nu are acces 
la gandurile si sentimentele personajului, inregistrand evenimentele asemeni unei camere de 
luat vederi, dintr-o perspectiva obiectiva, fara a judeca sau a comenta faptele sau personajele. 

In urma acestei analize si comparatii a celor trei teorii, se poate identifica, in „Amintiri 
dintr-o calatorie”, viziunea „cu”, respectiv focalizarea interna. 
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FRIENDSHIP- A PARADIGM OF THE CLASSICAL HUMANISM 


Olesea Panciuc 

PhD Student, University of Pitesti 


Abstract: “Nobody can live without friends even if they possess all the goods of the world. Friendship 
is necessary to happiness.” 

With regard to friendship, they have written and spoken a lot, they have approached various fields 
where friendship has a say. From the honest friendship between parents and children, between 
children in general, between young women or young men, between adults, and so on, we can 
enumerate various areas where this great virtue is able to show us its real value. The secret of 
friendship is the secret of all spiritual blessings. While the mutual trust is the first need to make 
friends, faithfulness it is the main condition for keeping them. 

Keywords: friendship, humanism, paradigm, world, happiness. 


Paradigma §tiin|ifica actuals este departe de a ne oferi o imagine comprehensive 
asupra omului si universului in care traicstc. in ciuda progreselor uluitoare din domeniul 
§tiin^elor naturii §i inginere§ti, se pare cS infelegerea lumii care a fScut posibilS constiinta 
interogatoare este incS departe de a li elucidatS. DimpotrivS, s-ar pSrea ca tocmai paradigma 
rational itS(ii tehnice, care a facut posibila dezvoltarea civilizatiei modeme, este cea care 
impiedicS aprofundarea interogatiei asupra omului. De aceea, cunoastcrca omului comports o 
dimensiune fenomenologicS fundamentals, pe care §tiinfa sa trebuie sS §i-l aproprieze si sS-i 
descopere adevSratele lui calitSti morale. Termenul „ paradigma ” isi are originea in cuvantul 
grecesc „paradeigma”, „7tapd5siypa”, care inseamnS „exemplu ”, „modeF. In filozofia lui 
Platon „paradigma” desemneazS „un prototip al lumii sensibile ”, lumea care se poate inalta la 
nivelul celei supra-sensibile doar prin fenomenul de participare asumativS a Ideilor, Idei 
dintre care cele mai de prct ar fi Binele, AdevSrul, Frumosul si Dreptatea, Binele fund Ideea- 
reginS. Mult mai tarziu, meditafia filozofica va conferi valenfe noi tennenului de paradigma si 
le va aprofunda pe cele anterioare. Astfel, in perimetrul filozofiei §tiinfei, paradigma devine, 
prin dezvoltSrile analitice ale ganditorului epistemolog Thomas Kuhn, un mod global de 
privire a fenomenelor, o perspectiva de ansamblu, un set, o grupare selectiva de concepte si 
idei, o arie de operare in care se poate desfa§ura un anumit tip de cercetare. Pe de alta parte, 
termenul „umanism ” isi are originea in cuvantul german Jmmanismus ” §i in cel francez 
„humanisme”. El venea sa desemneze, in zorii ie§irii din Evul Mediu, marea perspectiva a 
reinnoirii viziunii asupra omului, plecandu-se de la redescoperirea modelului uman antic prin 
Renastcrca italiana. Astfel, liinta umana devenea o creafie divina excepfionala ce merita 
omagierea deplina in arta si stiin(a, cele doua bind recunoscute drept elemente cheie in 
progresul uman, in saltul umanitafii menita triumfului intru transcendents §i nu resemnSrii 
scolastice in fafa evidenfelor pScatului primordial exacerbat de teologia medievalS in 
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detrimentul rcla(ici filiale cu Divinitatea. AceastS celebrare a fiintci umane va fi transpusS in 
practicS de Renastcrca italianS §i de perspectiva teologicS protestantS, dezvoltandu-se ulterior 
spre viziunile, uneori excesive, ale Iluminismului si spre cultul anacronic al Supra omului 
nietzscheean. Tennenul umanism §i-a pSstrat, totu§i, dincolo de utilizSrile sale fofiate, 
menirea de a indica „concep{ia §i atitudinea ce in veste.de increderea §i deplina prefuire in 
valoarea fiinfei umane”. Ori, alSturarea celor doi termeni, paradigms si umanism, in contextul 
prieteniei, nu este una intamplStoare. Ea este menitS sS semnaleze posibilitatea de existcnta a 
unui camp comun pentru multiplele preocupSri din domeniul $tiintclor umaniste. 

Cu privire la prietenie, s-a scris, s-a vorbit mult, s-au atins variate domenii in care 
prietenia i§i poate spune cuvantul. De la sincera prietenie dintre copil si pSrinte, intre copii in 
general, intre tineri sau tinere, intre adul^i unul fata de celSlalt, §i as a putem insira diferite 
domenii in care aceasta minunatS virtute i§i poate spune cuvantul. Secretul prieteniei este 
secretul tuturor binecuvantSrilor spirituale. In timp ce increderea reciprocS este prima 
necesitate pentru a-(i crea prieteni, credincio§ia este condqia principals pentru pSstrarea lor. 

Valoarea prieteniei se gSse§te in ocaziile de servire pe care le oferS, si neglijand aceste 
ocazii, n-avem de a§teptat decat cS ni se va lua acest dar. Prieteniile noastre ar trebui sa fie 
reflexul prieteniei noastre cu Dumnezeu! Este firesc §i de neinlSturat ca in mod deosebit 
tinerii sa fie prieteni. Acestea sunt legSturi tainice ce leagS sufletul laolaltS, astfel ca inima 
unei persoane rSspunde unei alte persoane: „Nimeni nu poate trai fara prieteni chiar daca 
stdpdnepe toate bunurile lumii. Prietenia este necesara fericirii”. Sunt cuvinte §i reflexii ale 
marelui Aristotel. Un alt mare cugetStor amintea? „Cat respect §i cate elogii merita 
prietenia!”. 

In timp ce pentru Aristotel prietenia este in fond o virtute, sau cel putin este inseparabilS 
de virtute, pentru Cicero ea este legStura tainica ce se realizeaza intre oamenii cu aceleasi 
virtuti: „vorbesc cu tine ca si cum as vorbi cu mine insumi”. Si cum nimeni nu poate sa-si 
conceapa viata fara de prieteni, chiar daca ar fi sa posede toate celelalte bunuri la un loc, 
nevoia de comunicare rezida din faptul ca omul este o fiinta sociala. Ori cpiAXa constituie in 
gandirea antica o tema privilegiata, fiind conceputa ca un bine indispensabil al vietii, 
inseparabil de virtute, conditie sine qua non a fericirii. Sensul general al conceptului de (pi/da 
poate defini orice sentiment de afectiune, de atasament fata de altii, fie ca este vorba de 
prietenia propriu-zisa, fie de dragoste, de bunavointa, simpatie, binefacere, filantropie etc. Asa 
cum afirma Tricot, ea reprezinta in esenta altruismul, sociabilitatea, legatura sociala prin 
excelenta, ce mentine unitatea intre indivizi nu numai in relatiile particulare, ci si ca membri 
ai unei cetati spirituale, a unei asociatii morale. Astfel ca, incepand, ca de obiecei, cu tratarea 
dialectics a opiniilor curente si a teoriilor emise de predecesori, Aristotel in „Etica 
nicomahica”, va examina succesiv diversele tipuri de prietenie, tocmai pentru a ajunge la 
delimitarea propriei conceptii despre veritabila prietenie, prietenia perfects (xP/cda (pi/da), 
posibilS numai intre oamenii virtuosi, circumscriind in sfera strict umanS, ceea ce Platon 
transpusese pe plan metafizic. 1 Si cum pe tineri ii ajutS prietenia sS se fereascS de greseli, 
bStranilor le oferS ingrijire si compensatie pentru actele pe care slSbiciunea ii impiedicS sS le 
mai indeplineascS, iar pe cei aflati in floarea varstei ii stimuleazS la acte nobile, tot asa „cand 
doi oameni merg impreuna” 2 sunt capabili de gandire si de actiune. Pe de altS parte, prietenia 


1 W. JAEGER, Aristoteles, English translation, Oxford, 1938, p. 254-257. A se vedea si Fr. DIRLEMEIER, Philos und Pliilia 
im vorhellenistichen Grihentum, Diss, Munchen, 1931; A.-J. VOELKE, Les raports avec autrui dans la philosophic grecque 
dAristotel d Panetius, Paris, 1961, p. 36-63, 180-181. M. HAMBURGER, Morals and Law. The Growth of Aristotel’s Legal 
Theory, New Haven, 1951, Part III, On Friendship, 111 - 151 etc. 

2 HOMER, Iliada, X, 224. 
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inerenta dintre parinti si copii este un instinct natural, fiindca natura umana insasi are in sine 
acest sentiment reciproc si, de aceea ea este o virtute interna a fiintei umane animata de 
dragostea fata de oameni (xoug qn^avGprimcnx;), un termen compus ce exprima ideea de 
„umanitate”. Tot prietenie pare sa fie si ceea ce mentine unitatea intre oameni, fiindca aceasta 
conceptie aristotelica despre raportul egal dintre concordie si prietenie trebuie vazuta ca drept 
tinta de inlaturare a nedreptatilor dintre oameni: „Dealtfel, cand oamenii suntprieteni intre ei, 
nici nu mai e nevoie de justitie, in timp ce de prietenie au nevoie chiar si atunci cand sunt 
drepti; caci expresia cea mai inalta a dreptatii este in ochii tuturor ceva de natura 
prieteniei." 1 ’. Conceperea aceasta a prieteniei ca „relatie utilitara” apartine teoriei sofiste, 
elaborate probabil de Protagoras, de care Socrate, la randul lui, se servise pentru a sublinia 
„utilitatea" tuturor valorilor morale. 3 4 Epitetul KaAog, pe care Aristotel il aplica constant 
virtutilor, marcheaza apartenta prieteniei la domeniul valorilor morale: „prietenia este un 
sentiment nu numai necesar, ci si nobil .” 5 . Iar toti oamenii care sunt capabili de virtute, sunt 
capabili si de prietenie. Ea este numita uneori afinitate (^asemanator spre asemanator 
trage") 6 , sursa necunoscuta a muncii olarului, 7 in care „contrariile se at rag" si se 
completeaza una pe cealalta din faptul ca „din disonante rezulta cea mai frumoasa armonie ”. 8 
Cu alte cuvinte, „asemanatorul tinde catre asemanator" 9 . In acelasi timp, Socrate este cel 
care circumscrie problema prieteniei in veritabilul ei domeniu, cel al moralitatii, in timp ce la 
Aristotel plusul si minusul prieteniei acorda credit unui indiciu neconcludent. Si cum pentru 
Platon si scoala sa de etica, prietenia constituie „o singura specie ”, toate formele ei 
ordonandu-se intr-o ierarhie ce urea, din treapta in treapta, spre un prim obiect al prieteniei, 
care este Binele in sine, Aristotel sugereaza aici ca, daca in principiu diferenta de treapta nu 
constituie o diferenta specified, este posibil totusi, ca in anumite conditii, plusul sa constituie 
o specie, minusul alta, astfel meat intre pluralitatea speciilor de prietenie si faptul ca (pi/da 
este susceptibila de trepte diferite, nu exista, in fond, incompatibilitate. Acesta va recunoaste 
trei „specii ” (sibog) de prietenie corespunzatoare unor notiuni si definitii diferite, intre care va 
stabili totusi o ierarhie, prima fund prietenia perfecta, celelalte doua doar aproximatii ale 
acesteia. Si daca se admite ca nu orice poate fi iubit, ci numai ceea ce este susceptibil de 
iubire, adica binele, placutul si utilul, se poate admite si faptul ca omul virtuos este si 
prietenos, este cel la care binele aparent si binele real coincid, fiindca ceea ce este util 
genereaza un bine sau o placere, in fimetie de ceea ce urmareste omul in viata. Pe de alta 
parte, Aristotel, afirma ca ,,/iecare iubeste nu ceea ce realmente este un bine pentru el, ci ceea 
ce i se pare ca atare un bun pentru el insusi." 10 . Astfel ca, in conceptia aristotelica trei sunt 
ratiunile ce stau la baza prieteniei: binele, placutul si utilul. Insa atasamentul de lucrurile 
inanimate nu-1 putem desemna prin termenul de prietenie, pentru ca nu este posibil ca ele sa 
raspunda omului cu acelasi sentiment si nici omul sa le doreasca binele (ar fi abusrd!), ceea ce 
denota faptul ca prietenia, atat in conceptia lui Aristotel, cat si in cea a lui Platon are doua 
trasaturi esentiale: dezinteresul si reciprocitatea. In acelasi timp, bunavointa doar a unuia 
dintre oameni, fara reciprocitate, nu este de ajuns prieteniei, fiindca prietenia presupune o 


3 ARISTOTEL, Etica nicomahica, Colectia Filosofie, a editurii Antet, 2012, Cartea a VUI-a, p. 185. 

4 A se vedea PLATON, Lysis, 201 c-d. 

5 ARISTOTEL, Etica nicomahica, Colectia Filosofie, a editurii Antet, 2012, Cartea a VUI-a, p. 185. 

6 HOMER, Odiseea, XVII, 218; PLATON, Lysis, 214: ,Pe cei asemanatori un zeu ii impinge mereu wild spre celalalt”, al 
carui echivalent romanesc este expresia proverbiala: „Cine se aseamana, se aduna”. 

7 Este o aluzie la HESIOD, Munci yi zile, 25, reluata de Aristotel de foarte multe ori in Etica nicomahica. 

8 ORIGENES, Contra Celsum, VI, 42. 

9 PLATON, Opere, II, Bucuresti, 1976, p. 182-186. 

10 ARISTOTEL, Etica nicomahica, Colectia Filosofie, a editurii Antet, 2012, Cartea a VUI-a, p. 186. 
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bunSvointS reciprocal „Dar pe cei ce doresc astfel binele cuiva fara ca celalalt sa le raspunda 
cu acelasi sentiment n numim - nu prieteni - ci oameni binevoitori [...] Prietenia presupune 
deci o bunavointa reciproca, fiecare dorind binele celuilalt, bunavointa ce nu trebuie sa 
ramana ignorata de nici unul dintre cei doi." 1 1 . Aceasta ar fi o primS schitS a paradigmei 
prieteniei umanismului clasic, in care Aristotel isi asumS, cu rigoare, douS teorii diferite ale 
scolii platoniciene, una punand accentul pe caracterul dezinteresat al prieteniei, si alta pe 
fuziunea sentimentelor. Aceasta definitie va fi imbogStitS si nuantatS de-alungul acestei 
perioade, conducandu-ne la ideea ca prietenia este totala comuniune a spiritelor intr-o viatS de 
intimitate. Ori, sursele prieteniei (binele, plScutul si utilul) ne oferS si premizele celor trei 
„specii de prietenieprietenia bazata pe virtute, prietenia bazata de placere si prietenia 
bazata pe interes: 

Cei ce se bucura de un atasament reciproc isi doresc binele unul altuia din punctul de vedere ce le 
determina atasamentul. Astfel, cei al caror atasament reciproc isi are sursa in utilitate nu se iubesc 
unul pe altul pentru ei insisi, ci in virtutea avantajului ce-i poate reveni fiecaruia din partea 
celuilalt. La fel stau lucrurile si in prietenile bazate pe placre: nu pentru calitatile lor intrisece sunt 
indragiti oamenii de spirit, ci pentru placerea pe care o procura celor ce-i indragesc. Prin urmare, 
cand prietenia se bazeaza pe interes, ne iubim prietenii pentru propriul nostru bine, iar cand se 
bazeaza pe placere ii iubim pentru propria noastra placere. In ambele cazuri, prietenul nu este iubit 
pentru ceea ce reprezinta el in esenta sa, ci in masura in care ne este util sau placut. 12 

Or, in conceptia aristotelicS „a iubi prietenul ” pentru ceea ce reprezinta in sine, pentru 
valoarea lui morals, este caracteristica prieteniei ideale, din care va face un criteriu in 
aprecierea tuturor „speciilor” de prietenie. In consecintS, numai o astfel de prietenie este 
durabilS si nu se va destrama usor, pe cand o prietenie bazata pe interes sau placere va inceta 
de indata ce interesul a dispSrut: n prietenia bazata pe interes tradeaza spirite mercantile ". 13 
Or, utilitatea nu este ceva durabil, si nici hedonismul, care variazS de la o persoanS la alta, in 
functie de imprejurari, ceea ce ne conduce la ideea conform careia omul binevoitor se 
ghideaza numai dupa ratiunea prieteniei, care apare si dispare dupa propriul sau interes. De 
altfel, prietenia dintre tineri, la prima vedere, pare sa-si aiba sursa in placere, pentru ca traind 
sub dominatia pasiunii, ei urmaresc inainte de toate placerea prezenta si personala, chiar 
egoista am putea spune si, de aceea, si prieteniile lor, pe cat de repede se infiripa, pe atat de 
repede se si destrama, fiindca scopul lor este placerea, care va trece o data si cu prietenia: 
Jinerii iubesc si inceteaza sa iubeasca cu aceeasi repeziciune, schimbandu-si sentimentele de 
mai multe ori pe z/.” 14 . Insa prietenia bazata pe virtute dintre oamenii cu noblete spirituals, ale 
caror afinitati izvorasc din virtute este cea care vizeaza binele comun (ayafioi), exprimand 
superioritatea. 15 Astfel ca a fost pusa in lumina evolutia de la „obiectul prim al prieteniei''’ 
(7tpd)TOV (piAov) al lui Platon la conceptia aristotelica despre prietenia perfecta" (xcAcia 
(pfida). Daca la Platon toate treptele prieteniei si iubirii sunt ordonate intr-o iererhie al carui 
punct suprem este Binele in sine, deci o realitate transcendents 16 , la Aristotel vocabularul 
platonic acoperS alte semnificatii: „prietenul prim" (7ipoiov (pfiov) si ,, prietenia prima ” 


11 ARISTOTEL, Etica nicomahica, Colectia Filosofie, a editurii Antet, 2012, Cartea a VUI-a, p. 186-187. 

12 ARISTOTEL, Etica nicomahica, Colectia Filosofie, a editurii Antet, 2012, Cartea a VUI-a, p. 187. 

13 ARISTOTEL, Etica nicomahica, Colectia Filosofie, a editurii Antet, 2012, Cartea a VUI-a, p. 194. A se vedea si maxima 
schopenhauriana: Oamenii if schimbci simpatiile $i purtarea cu aceeaf iuteala cu care Ii se schimba interesul” (Arthur 
SCHOPENHAUER). 

14 ARISTOTEL, Etica nicomahica, Colectia Filosofie, a editurii Antet, 2012, Cartea a VUI-a, p. 187. 

15 W. JAEGER, Aristoteles, English translation, Oxford, 1938, p. 254-257. 

16 A se vedea iterpretarea la Lysis a lui Constantin NOICA, in Platon, Opere, II, Bucuresti, 1976, p. 166-212. 
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(7ipcbxr| (pi)da), careia ii sunt subordonate toate celelalte prietenii. Cu alte cuvinte prietenul-om 
nu mai este iubit pentru Binele in sine, ci pentru el insusi, el este acum prietenul originar, 
„obiectul prim al prieteniei ”. Cu alte cuvinte, a iubi pe cineva pentru virtutea sa inseamna a-1 
iubi pentru el insusi, iar aceasta prietenie bazata pe iubire sincera si devotata dureaza atata 
timp cat virtutile ce o inconjoara dureaza si se dezvolta in timp: „oamenii cu noblete 
spirituala sunt nobili In sens absolut si in acelasi timp utili si placuti unii altora." 11 . 
Asemenea prietenii sunt rare, ele necesita timp si deprinderi comune ( „oamenii nu se pot 
cunoaste unii pe altii inainte deafi consumat impreuna masura de save ”) demne de incredere 
si iubire reciproca. De altfel, placerea si utilitatea coexista numai in prietenia bazata pe 
virtute, in care legatura dintre ele tine de esenta, ducand la identificarea lor cu binele. Pe de 
alta parte, prietenia ca dispozitie habituala (tfyq) aduce cu sine reciprocitatea serviciilor, pe 
care nu le conditioneaza, dar daca absenta lor devine cronica, ea poate provoca uitarea 
prieteniei insasi, de unde si dictonul „tacerea a pus capat a tutor prietenii.” 1 *. In fond, nimic 
nu caracterizeaza mai bine prietenia decat viata in comun a oamenilor care se agreeaza 
reciproc si au gusturi comune, asa cum sunt legaturile camaraderesti. 19 Iar daca „atasamentul" 
((piAT]oig) pare un sentiment (jiahog), prietenia (cpiAxa) devine un „habitus ” (ccig), o alegere 
deliberate, care presupune o dispozitie habituala. De aceea, prietenul devine un bine pentru 
cel caruia ii este prieten, in timp ce prietenia insasi inseamna egalitate, ca in gandirea 
pythagoreica. 20 Iar la omul care are un caracter mai dificil si este nedispus socializarii, 
prietenia lipseste cu desavarsire. Or, o prietenie perfects, desavarsita (xs^siov) reprezinta in 
gandirea aristotelica „ o stare maxima ”, ce nu poate fi depasita. Si cat despre oamenii 
favorizati de soarta, ei n-au nevoie de prieteni utili, dar de prieteni agreabili, da, pentru ca 
ceea ce doresc ei este sa-si petreaca viata in compania cuiva: „oamenii aflati la putere au 
doua categorii distincte de prieteni: unii care le sunt utili, altii agreabili." 11 . Si, totusi, cei de 
pe urma, conchide Aristotel, nu cauta nici prieteni a caror persoana sa imbine placutul cu 
virtutea, nici prietenii utili in vederea unor actiuni nobile, ci oameni de spirit care sa-i amuze 
si oameni abili in a le executa ordinele. Aceasta prietenie disproportionata social nu va rezista, 
funded lipseste iubirea ca virtute esentiala a prieteniei. In aceasta situatie constiinta celui care 
iubeste prietenia, nu va accepta serviciile bonome ale spiritului prieteniei din interes, care este 
incompatibila cu virtuozitatea fiintci sale. De altfel, prietenia desavarsita bazata pe virtute este 
singura prietenie veritabila si de durata. 

De altfel, Aristotel abordeaza aceasta tema a prieteniei si ca un principiu de diviziune, 
care conduce la distingerea a sase tipuri de prietenie, care pot fi omogene sau heterogene. De 
exemplu, prietenia parintilor fata de copii nu este acelasi lucru cu prietenia unui superior fata 
de un subaltern, sau a sotului fata de sotie, caci virtutea si functia fiecaruia dintre ei sunt 
diferite si diferite sunt si motivele si sentimentele lor: „caci doar atunci cand afectiunea este 
proportionala cu meritul, se ajunge la un fel de egalitate" 21 , egalitate considerate proprie 
prieteniei. Motivul acestei diferente, subliniat de filosoful antic, rezida in aceea ca prietenia 
este o asociatie spirituala de virtuti ce sunt cultivate in masura inegala de persoanele aflate 
intr-un raport de prietenie, si mai ales de rang sau merit inegal. lata deci ca dificultatea ar 
consta mai mult in plan teoretic, fiindca diferenta de rang social nu ar trebui sa indeparteze 


17 ARISTOTEL, Etica nicomahica, Colectia Filosofie, a editurii Antet, 2012, Cartea a VUI-a, p. 189. 

18 Citat dintr-un poet necunoscut. 

19 A se vedea J.P.A. EERNSTMANN, Oikeios, hetairos, epitedeias, philos, Gottingen, 1932. 

20 A se vedea G. GLOTZ, La solidarity de la famille dans le droit criminel en Grece, Paris, 1904, p. 143. 

21 ARISTOTEL, Etica nicomahica, Colectia Filosofie, a editurii Antet, 2012, Cartea a VUI-a, p. 194. 

22 ARISTOTEL, Etica nicomahica, Colectia Filosofie, a editurii Antet, 2012, Cartea a VUI-a, p. 196. 
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prieteniile sincere si devotate, fiindcS aceasta in sine fiinteazS „binele prietenului ” de ordin 
moral, in acelasi timp, aspiratia spre onoare ((pi)xmpia), dorinta de considerate din partea 
altcuiva va face ca majoritatea oamenilor sS-si doreascS mai mult sS fie iubiti decat sS 
iubeascS, de unde si toleranta lor fata de lingusire: „caci lingusitorul este un prieten care, 
situat pe o pozitie inferioara, sau cel putin simuland acest lucru, iubeste mai mult decdt este 
iubit .” 23 . De asemenea, Aristotel comparS nevoia de onfirmare a valorii personale, care este 
izvoratS din slSbiciune si nesigurantS la cei ce aleargS dupS o onoare desartS si nu dupS 
valoarea unei constiinte a grandorii sufletesti. Iar pentru faptul ca a fi iubit este in sine un 
motiv de bucurie, care valoreazS mai mult decat a te bucura de stimS, prietenia insumeazS 
bucuria si iubirea jertfelnicS. Pe de altS parte, iubirea prietenului mai valoros pe mSsura 
meritelor acestuia, dar de o conditie socials inferioara compenseazS prin intensitatea afectiunii 
celuilalt. Aceasta prietenie este constants, fiindca transferul de virtuti inseamnS prietenie. in 
schimb, oamenii viciosi, instabili in virtute, nu vor aprecia niciodatS roadele unei prietenii 
sincere si ziditoare; ei isi gSsesc plScerea in viciu si nu in virtutea prieteniei. 

Conceptul de Korvcovia ca expresie a solidaritStii umane, se aplicS la orice asociatie sau 
grup social, chiar si cu un caracter temporar sau accidental, de la familie la societate, de la 
cetatea spirituals a sentimentelor la virtutile ce o innobileazS prin interese si scopuri comune, 
care caracterizeazS prietenia bazatS pe un Bine comun: „E natural deci, ca o data cu 
prietenia, sa sporeasca si spiritul de dreptate, pentru ca eie rezida in aceieasi persoane si 
extinderea lor este egala." 24 . De asemenea, prietenia unui rege fatS de supusii sSi rezidS din 
aceea cS el le doreste si le face binele, se ingrijeste de prosperitatea supusilor, ca „un pastor 
de popoare ”, cum era numit de Homer Agamemnon. De aici se deduce faptul cS aceastS 
prietenie se bazeazS pe respect, fund proportionals cu meritul celui mai bun. in schimb, in 
regimurile tiranice prietenia si justitia ocupS un loc neinsemnat. Un loc aparte il ocupS insS 
prietenia bazatS pe legSturi de rudenie si cea dintre camarazi, care la randul lor sunt bazate pe 
un fel de conventie. Acest acord pe care se bazeazS asemenea prietenii, stabilite in vederea 
unui interes comun, le dS un caracter artificial, spre deosebire de comunitStile naturale, ce 
ocupS un loc aparte, constituite din legSturi de rudenie sau de camaraderie, diferitS fatS de cea 
dintre pSrinti si copii: „afectiunea parintilorfata de copii o depaseste pe cea a copiilor fata de 
parinti si prin durata, caci parintii isi iubes copii inca din ciipa in care se nasc, pe cand 
copiii incep sa-si iubeasca parintii abia dupa ce s-a scurs un timp, cand capata constiinta sau 
cel putin sensibilitate” 25 . Cu alte cuvinte pSrintii isi iubesc copiii ca pe ei insisi, iar copiii isi 
iubesc pSrintii ca sursS a propriei existence. La fel este si in cazul fratilor care se iubesc unii 
pe altii pentru cS s-au nSscut din aceiasi pSrinti, fiind „de acelasi sange ” sau „din aceeasi 
vita". La prietenia lor contribuie si faptul cS au fost crescuti impreunS si varsta apropiatS, cSci 
„cei de aceeasi varsta se simt atrasi de cei de aceeasi varsta" si „obiceiurile comune nasc 
camaraderia." 26 . De aceea, prietenia dintre firati, in conceptia lui Aristotel este asemSnStoare 
cu cea dintre camarazi, fiindcS intre ei se leagS cam aceieasi legSturi sufletesti, chiar dacS nu 
sunt de ordin familial. De asemenea, prietenia dintre pSrinti si copii se bazeazS si pe o 
anumitS serie de conventii de binefacere, hranS si educatie. In schimp prietenia dintre sot si 
sotie este un sentiment natural, findcS omul din fire este inclinat spre viata familialS, chiar mai 
mult decat in viata socials. Prietenia aceasta virtuoasS dintre soti implies un raport de 


23 ARISTOTEL, Etica nicomcihica, Colectia Filosofie, a editurii Antet, 2012, Cartea a VUI-a, p. 197. 

24 ARISTOTEL, Etica nicomahica, Colectia Filosofie, a editurii Antet, 2012, Cartea a VUI-a, p. 199. 

25 ARISTOTEL, Etica nicomahica, Colectia Filosofie, a editurii Antet, 2012, Cartea a VUI-a, p. 205. 

26 Proverb citat de Platon in Phaidros, 240, c. 
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colaborare, de diferenteiere a atributiilor si este intemeiatS pe virtutea iubirii si pe o conduits 
dreaptS si demnS de urmat. 

Intr-o altS ordine de idei, nemultumirile si reprosurile apar numai atunci cand prietenia 
este bazatS pe un interes anume, in timp ce virtutile sunt anihilate de egoismul dus panS la 
extreme. In schimb, prietenia desSvarsitS este aceea care aduce liniste, incredere, echilibru in 
mod natural, si nu din vreo obligatie sau din vreun interes anume, cSci nimeni nu se supSrS pe 
cel care-1 iubeste si-i face binele cu delicatete sufleteascS. Iar in ceea ce priveste prietenia 
bazata pe un interes moral, ea nu se bazeazS pe clauze determinate, ci este fie vorba de un dar, 
fie de orice altceva oferit, ce trSdeazS un ton amical, dar sub care se aflS o intentie egoists, un 
imprumut sufletesc. Iar dacS aceste prietenii se manifests si dintr-un raport de fortS si 
superioritate, se vor destrSma. Astfel, nu se mai poate vorbi de prietenie, ci de un serviciu 
onorific. Or, in prieteniile bazate pe virtute, neintelegerile sunt innexistente, iar drept mSsurS 
serveste alegerea deliberatS a celui ce face binele. 

Pe de alta parte, in toate prieteniile eterogene, oamenii vizeazS pe rand, fie plScerea, fie 
interesul. De pildS, in forma ei politics (Koivcovia), cizmarul, la fel ca tesStorul, primeste in 
schimbul incSltSmintei sau tSsSturii sale recompensa proportionals cu meritul sSu - moneda. 
La fel se intamplS si in prietenia eroticS dintre un bSrbat matur, care se plange cS iubirii sale 
pasionate nu i se rSspunde la fel de cStre o adolescents, chiar si atunci cand intamplarea face 
sS nu aibS nimic de iubit. Ele presupun o pasiune ce poate duce panS la un punct culminant 
afectiunea inclusS de prietenie, pasiune exclusivistS prin natura sa, o dorintS de intimitate 
sensibilS, definitS intotdeauna prin simtul vSzului: imaginea frumusetii este sursa iubirii, in 
timp ce plScerea urmSritS de indrSgostit este prin excelentS bucuria unei contemplSri aproape 
estetice a acestei imagini. Se poate afirma astfel cS prietenia eroticS este prin excelentS o 
prietenie a contrariilor, indrSgostitul oferind atentii si avantaje in schimbul plScerii: 
,Asemenea lucruri se intampla cand primal iubeste urmarind placerea, celalalt interesul, si 
cand nici unul, nici altul nu gaseste in legatura lor avantajul urmdrit." 11 . Iar cand scopurile 
nu sunt atinse, prietenia se destramS, fiindcS cei doi prieteni nu se iubeau pentru ei insisi, ci 
pentru avantajele pe care le puteau gSsi unul la celSlalt. Or, spre deosebire de aceasta, 
prietenia bazatS pe afinitSti de caracter rezistS in timp. De altfel, in anumite cazuri, unii 
prieteni prefers sS aplice „adagiuF, chiar dacS acest lucru nu se impune, tocmai pentru a i se 
oferi omului rSsplata cuvenitS. 28 Iar in cazul in care serviciul adus nu face parte vreunei 
conventii, acesta este dezintersat si intotdeauna va fi scutit de reprosuri, indiferent de 
finalitatea lui, in timp ce recompensa trebuie sS aibS ca mSsurS alegerea deliberatS a celui de a 
face binele fundamentat pe virtute: „valoarea acestei invataturi nu poate fi evaluata material 
si nu exista nici onoare care s-o poata echivala, darfara indoiala ca este suficient, ca si fata 
de zei sau parinti, sa ne aratam recunostinta dupa posibilitati.” 29 . Bumet (403-404) face 
observatia cS Aristotel omite in mod deliberat o laturS a realitStii, valoarea unui produs 
rezultand si din costul producerii lui. 

Punand problema competentei, care, in anumite cazuri trebuie sS fie preferatS virtutii, 
Aristotel evitS „eroarea moralistului ingust, ce acorda totul omului virtuos, fie el si 
incompetent ” (Gauthier), fScand distinctia intre planurile diferite. De aici se poate deduce 
faptul cS nu trebuie acordat totul uneia si aceleiasi persoane si cS trebuie sS se dea intaietate 


27 ARISTOTEL, Etica nicomahica, Colectia Filosofie, a editurii Antet, 2012, Cartea a IX-a, p. 212. 

28 A se vedea HESIOD, Munci $i zile, p. 370 in care se exprima idea conform careia omul trebuie sa-si primeasca onorariul 
pentru munca depusa, chiar daca ii este prieten sau doar binevoitor. 

29 ARISTOTEL, Etica nicomahica, Colectia Filosofie, a editurii Antet, 2012, Cartea a IX-a, p. 213. 
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obligatiei de a raspunde unei binefaceri in loc de a ,/ace placere unui camarad ” prin prezenta 
noastra. De asemenea, in conceptia aristotelica, intaietatea serviciilor oferite trebuie sa fie, 
indiferent de situatie, intotdeauna parintii, pentru ca „pasiunile si actiunile morale comporta 
doar gradul de determinare corespunzator celui al obiectelor /or.” 30 . Se poate constata insa 
ca respectul acordat parintilor este diferit fata de cel acordat camarazilor: tatalui i se cuvine 
respectul demn de un tata; mamei i se cuvine respectul deinn unei mame, batranului respectul 
cuvenit varstei, oferindu-i locul de onoare la masa, fata de camarazi o purtare franca, iar 
celorlalti tot ceea ce li se cuvine drept, dupa virtutea si utilitatea lor. Aceste reguli de conduita 
prieteneasca sunt mentionate adeseori in cultura greceasca, facand obiectul singurei prietenii 
veritabile, in opozitie cu cele bazate pe interes sau placere. O asemenea prietenie vizeaza 
cunoasterea caracterului persoanei, iar daca acest lucru nu se intampla, fara indoiala ca exista 
multa inselaciune: „Fdrd indoiala, cand cineva se insala, imaginandu-si ca este iubit pentru 
calitatile sale morale, desi celalalt nu face nimic care i-ar alimenta aceasta convingere, el nu 
trebuie sa se acuze decdt pe sine; daca insa a fast indus in eroare de prefacatoria celuilalt, e 
drept sa se planga de cel ce l-a amagit, mai mult chiar decdt un falsificator de monede, cu 
atat mai mult cu cat in acest caz frauda atinge ceva mult mai de pret. ,,3i . Pe de alta parte, 
daca omul pe care 1-am acceptat ca prieten, in baza unor virtuti, devine vicios, mai poate fi 
iubit? In acest az, Aristotel mentioneaza faptul ca eroarea apartine mai degraba celui ce s-a 
inselat, considerand virtuos un om care, in realitate, nu era, din moment ce a fost posibil sa se 
schimbe. Or, adevarata virtute este stabila si, tocmai pentru a nu fi confimdata cu aparentele 
ei, alegerea unui prieten virtuos necesita prudenta si timp, conditii pentru verificarea 
caracterului sau. 
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Abstract: When we refer to the avangardist magazines, we have to bring forward the modernist and 
symbolist influence upon them. Influent names, such as Tudor Arghezi, Minulescu, N.D. Cocea, N. 
Davidescu, stood behind Romanian pioneers in the avant-garde movement. Ion Vinea, Fundoianu, 
Marcel Iancu were N.D. Cocea's pupils at Simbolul, Facia and Chemarea. All the Romanian avant- 
garde magazines had a common purpose: to rise against the traditional stagnation by seeking the 
outrageous and the scandal. Dew to such a view, most of this magazines had a brief life. 

Keywords: avangardist magazines, traditional stagnation, outrageous, scandal, brief life 


Atunci cand ne referim la publicistica inchinata miscarii literare de avangarda, trebuie 
sa subliniem influenta modemist-simbolista care a creat un climat propice revistelor de 
avangarda. Marturie in acest sens stau si numeroasele interference de nume care au semnat in 
ambele publicatii. S-a produs astfel un schimb de recunostinte, am putea spune, tinerii 
frondeuri multumindu-le astfel mentorilor pentru promovarea din perioada simbolista. 
Adevarul e ca, fara sustinerea venita din partea unui Arghezi, N. D. Cocea, Minulescu, N. 
Davidescu si alti modernisti, noile orientari nu s-ar fi bucurat de aceeasi tarie. Si din acest 
rnotiv ne vom referi la revistele avangardiste din tara noastra prin raportare la implicatiile 
modemiste. Stradania declansata de simbolisti in vederea innoirii liricii a fost preluata de 
avangardisti, impinsa chiar inspre extrema. 

In miscarea lor de distrugere si apoi de reconstructs, neexperimentatii avangardisti au 
avut prilejul de a se forma in scoala de la Simbolul, Facia sau Chemarea, ultimele fiind aflate 
sub tutela lui N. D. Cocea. In mare parte, sub indrumarea si atenta supraveghere a sa isi vor 
face ucenicia Ion Vinea, Fundoianu, Marcel Iancu, Jacques G. Costin. Chiar daca nu a existat 
o colaborare „lina” si continua intre Vinea si Cocea, revista condusa de cel din urma va fi 
cedata elevului. Implicarea maestrului in viata politica, prin conducerea Erei noi si a 
Reporterului - ambele publicatii comuniste - a avut doar repercusiuni benefice pentru 
orientarile literare excentrice, facand posibil debutul gazetaresc al celui de-al doilea val 
avangardist. 

Dintre toate publicatiile noii miscari, Contimporanul a avut activitatea cea mai 
longeviva si mai insemnata, aparand in 1922 si sfarsind in 1933. Chiar daca „nu avern de-a 
face inca, la «Contimporanul», cu o «sinteza moderna» ca in cazul mai tinerei si mai radicale 
reviste «Integral» (1925-1927)... Eclectismul artistic §i chiar ideologic e marcat”. 1 In paginile 
sale se regasesc texte de Minulescu, Claudia Millian, Victor Eftimiu, Ion Pillat, N. Davidescu 


1 Paul Cemat, Contimporanul. Istoria unei reviste de avangarda”, Institutul Cultural Roman, Bucuresti, 2007, p. 38. 
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si, desigur, Arghezi. Acesta ramane ligura colaborativa cea mai insemnata si dupa 
reorientarea programatica a revistei de dupa 1924. Un intreg numar i-a fost dedicat poetului 
cu ocazia publicarii Cuvintelor potrivite. La randul sau, Integral va incerca o anexare 
argheziana, resimtind nevoia acuta de inserare in paginile sale a unor nume de seama. Din 
acest punct de vedere, lupta fata de Contimporanul era pierduta, un factor fiind si perioada 
relativ scurta, 1925-1928, de aparitie. Autorul Florilor de mucigai va admira calea aleasa de 
tinerii modernisti, dar nu se va recunoaste in ea, poetul croindu-si de mult poteca sa. Cea de a 
treia revista care s-a bucurat de o oarecare importanta a fost Punct, ea aparand in perioada 
1924-1925. 

Revista condusa de Ion Vinea isi rezerva meritul de a ft dat startul oficial al 
avangardismului romanesc, gratie Manifestului activist catre tinerime, publicat in numarul 46. 
Chiar daca se inscria pe linia constructivista, programul maleabil si fluctuant adoptat a permis 
colaborarile multiple, atat pe plan intern, cat si extern: Marinetti, Hans Richter, Tzara, 
Herwarth Walden, Paul Eluard. Prin programele adoptate, Contimporanul a cunoscut trei 
etape. Prima cuprinde anii 1922-1924 si e dominata de militantismul social-politic, prin care 
se urmarea restabilirea legaturii cu vechea aparitie cvasiomonima. A doua perioada este 
intinsa pe intervalul 1924-1927 si cuprinde etapa avangardista, cu precadere constructivista. 
Ultima etapa este cea a declinului si are in vedere anii 1929-1932, cu dominatii politice si 
sociale. 

In primii doi ani din viata sa, Contimporanul trecea drept o publicatie intelectuala, cu 
participari ale oamenilor politici de stanga si gazetari inscrisi pe aceeasi directie. In aceasta 
etapa, literatura detine rolul secund in pagini. Curios e ca membrii revistei constructiviste si 
cei de la Gandirea provin din acelasi mediu, ei fiind reprezentati de intelectualii adversari ai 
liberalilor. 

In iulie 1923, aparitia revistei inceteaza, iar Vinea pleaca la Facia. Aproximativ un an 
mai tarziu se produce renasterea simbolica, publicatia intrand in perioada ei avangardist- 
constructivista si literara. Acum se pune accentul pe elementele noii orientari: citadinism, 
industrialism, abstractionism, antipoliticianism. Totul va II facut insa cu moderatie, iar 
poemele publicate aici nu vor avea nimic din violenta si scandalul celor din 75 HP si Punct. 
Din acest motiv, notiunea de „avangardism moderat”, promovata de critica postbelica, este in 
masura sa caracterizeze acest periodic, in ciuda manifestului intens de la inaugurarea fazei cu 
numarul doi. Modalitatea de scriere, regasita in poezia lui Vinea, este imprimata si in paginile 
revistei pe care o conduce. Exista acel echilibru intre clasicism si avangardism, intre traditie si 
inovatie, dar se facea simtita si o atmosfera purista, cu precizarea ca „modernismele” inca nu 
au radicalitatea celor de la Integral. In acest sens, Contimporanul se afla plasat la intersectia 
dintre traditionalism si modernism, cu o cultura inca minora, care se grabea sa se alinieze cu 
occidentul. Acesta ar fi un motiv in plus pentru care scriitori, si nu numai, apartinand 
diverselor orientari se perinda pe aici. Revista era deschisa tuturor miscarilor novatoare si nu 
numai: „In cei aproape zece ani de cxistcnta, «Contimporanul» va deveni o intcrfata 
intelectuala, un intermediar intre modernismul moderat al «Sburatorului», expresionismul 
autohtonist §i neo-bizantinismul de la «Gandirea», stanga ruralista - subtil colorata modernist 
- de la «Via(a romaneasca» si cele mai radicale publicafii avangardiste...”. 2 

Venind alaturi de Vinea la conducerea publicatiei, Marcel Iancu a adus si unele 
elemente dadaiste. Dupa cearta cu Tzara si neimpartasirea ideii de antiarta a acestuia, 
arhitectul isi descopera orientarile constructiviste si imprima ceva din spectacolele dada. 


2 Idem, op. cit., p. 16. 
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Totodata, gratie lui, Contimporanul a organizat o serie de expozitii artistice intemationale 
care promovau inovatiile arhitecturale si picturale. Prin aceasta el isi urmase crezul potrivit 
caruia societatea trebuie transformata prin arta. Contributia lui Iancu a imprimat un aer usor 
inovator, rezultat in urma fuziunii artelor, iar timp de doi ani, revista a dedicat numere 
speciale artelor moderne. 

Chiar daca in perioada sa avangardista Contimporanul a obtinut o serie de colaborari 
notorii pe plan extern, un complex de inferioritate bantuia prin redactie, cu precadere pe la 
Vinea. Din corespondenta pe care acesta o avea cu diversi avangardisti straini, in special cu 
Tzara, isi exprima regretul de a nu ft contribuit mult mai mult la tumultoasele miscari de pe 
scena literaturii. De aceea el si propune o colaborare stransa intre diversele centre 
avangardiste de pe batranul continent, in vederea promovarii noii literaturi romane si peste 
hotare. Toate conferintele si expozitiile realizate in Romania s-au organizat nu doar cu scopul 
de a familiariza individul cu noua arta, ci pentru a realiza un fel de contract cu exterioritatea. 
In ciuda decalajului existent au fost inregistrate colaborari cu avangardisti de peste hotare. 
Am vazut, mai sus, legatura dintre grupul de la Contimporanul si avangardistii belgieni. Pe 
langa acestia, constructivistii, in speta Marcel Iancu, aveau puternice conexiuni cu miscarile 
artistice similare de peste hotare. Datorita lui, publicatia lui Vinea s-a bucurat de gazduirea a 
numeroase evenimente cultural-artistice inchinate orientarii patronate. De aici vine si acea 
atitudine usor superioara fata de celelalte publicatii autohtone. Marinetti, Breton & Co 
raspundeau de liecare data afirmativ, bucurosi ca inca mai pot sa propage crezul lor artistic. 
De fapt, ei au fost cei care au avut de castigat, reprezentantii nostri avand aparitii efemere prin 
paginile publicatiilor de peste hotare. In oarba dorinta a activistilor romani de a-si vedea cate 
o poezie publicata peste hotare, strainii erau adevaratii premianti. 

In ultima sa faza, Contimporanul a revenit la sublinierile sale politice si sociale care au 
dominat prima sa perioada. Partea de literatura care se publica acum este tot mai cuminte, fapt 
care va atrage dupa sine reactiile violente si acide de la unu. Cei din jurul acestei reviste vor 
critica dur plecaciunile constructiviste in fata diversilor lideri avangardisti straini, 
echivalandu-1, de exemplu, pe Marinetti, cu un oficial fascist. Impotriva modernismului 
moderat al revistei, Ilarie Voronca va semna un articol intitulat Coliva lui Mos Vinea , un 
articol care spune totul despre noua receptare malitioasa. Insumand cel mai mare numar de ani 
ai unei reviste avangardiste autohtone, activitatea de la Contimporanul nu poate fi trecuta cu 
vederea. Aici a fost semnalat precursoratul Paginilor bizare ale lui Urmuz, aici s-a conturat 
primul grup avangardist forte si cu un program clar. 

Tot de aceasta revista trebuie legat si expresionismul, el aparand prima data in 
Gandirea. lata inca un punct comun celor doua publicatii. Acest element nu a fost usor sesizat 
din cauza manifestarilor uneori galagioase, alteori mai putin, ale Contimporanului. Programul 
constructivist prezenta afinitati cu unele puncte din revista germana Der Sturm, revista 
expresionista, care a avut parte de numeroase recenzii din partea „contimporanilor”. 
Colaborarea dintre cele doua era destul de stransa. Gratie elementelor expresioniste, intre 
contimporani si gandiristi apar cateva punti de legatura. De aceea, prezenta lui Ion Pillat in 
paginile revistei lui Vinea nu trebuie sa ne mire. Mai mult decat proza, poezia publicata aici 
vadeste legaturi profunde cu expresionismul. Contributia lui Fundoianu este semnificativa in 
acest sens. In ciuda carierei sale in literatura franceza, orientarea sa este germana. Chiar daca 
el realizeaza o poezie descriptiva, aceasta deriva dintr-o imaginatie puternica. Plasarea 
fortelor vietii, a naturii impotriva universului mecanic, tehnicizat este arma expresionistilor. 
„Expresionismul e la Fundoianu reprezentarea naturii intr-o permanenta explozie de vitalitate 
elementara, agresiva. Nestapanite seve tasnesc din toate partile. O lume frusta, indiferenta la 
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opera civilizatiei, tinde mereu sa invadeze targul, excrescenta mizerabila in mijlocul ogoarelor 
si a pasunilor eterne. Vacile calca asfaltul ud, acopera ulitele cu baliga lor, boii isi freaca de 
stalpii telegrafici somnul neispravit... ,” 3 

De expresionism putem vorbi si in cazul lui Vinea, atunci cand e vorba de sinteza, de 
maxima concentrare a imaginilor, dar nu e atat de evident ca la Fundoianu. De asemenea, 
versurile telegrafice, scrise parca dupa reteta Morse, versuri al caror limbaj fusese reclamat de 
toate revistele avangardiste, sunt si ele prezente. Atat Ion Vinea, cat si Ilarie Voronca au 
practicat pentru un timp astfel de versuri. Lor li se adauga Ion Calugaru, acesta fiind 
cultivatorul grotescului expresionist. Scriitorul penduleaza mereu intre o notatie realista si 
dilatarea fantastica a trasaturilor. Datorita acestui grotesc vom avea prezent sacrul. Fapturile 
din opera lui Ion Calugaru au sufletele turmentate de nebunii sublime. Felix Aderca a aratat si 
el un interes fata de expresionism. Descrierea sa realista evidentiaza totodata si un plan 
secund. In acesta din urma, care este unul ideatic, nu intalnim personajele nominalizate, ci 
principiile care pun stapanire pe destinul lor. Parcurgandu-i proza, un alt element de factura 
expresionista e regasit in eliminarea psihologiei. Pana la urma, toate simplificarile intreprinse 
de avangardisti au ceva din recuzita expresionista. Paradisul suspinelor este invadat de 
cosmaruri expresioniste. Inclinatia spre tot ceea ce este stihial in natura umana, la care se 
adauga deformarea grotescului, a facut posibila includerea multor scriitori de la 
Contimporanul in exercitiul expresionist. 

Contimporanul ramane o revista emblematica in sfera avangardei autohtone, ea 
evidentiind tendinta de oscilatie a miscarii noastre intre negativism si sinteza modernist- 
constructivista. Din aceasta cauza protestele la adresa ei nu au incetat sa apara. 

O alta publicatie avangardista, Integral, a sustinut la inceputurile sale aparitiile 
simboliste, cum s-a intamplat cu Ion Minulescu. Insa, orientarea avangardista nu se dezminte, 
iar poetul-maestru va fi sanctionat in momentul in care se va ocupa de niste carti 
traditionaliste. Aceasta revista se dorea a fi diferita de publicatiile asemanatoare si contesta 
literatura in general. De exemplu, referindu-se la simbolism, Ilarie Voronca il va acuza de 
faptul ca nu a opus nicio rezistenta in fata avangardismului, mai mult, s-a dizolvat in acesta. 
Dupa cum ii spune si numele, noua publicatie urmareste integrarea prestatiilor autohtone in 
miscarea mai ampla, europeana. Revista Integral este identificata de catre Marin Mincu drept 
sinteza culturala a esentei avangardismului romanesc: „Prin «Integral», poezia si plastica 
romaneasca sunt reprezentate la nivel perfect european, de aceea putem considera ca revista 
constituie momentul maxim al avangardismului romanesc in prima sa faza istorica .” 4 In 
paginile sale este reluat aproape identic activismul modernist propus de Vinea in 
Contimporanul. 

Inca din primul numar al Integralului, tot Voronca se arata impotriva dezordinii 
romantice si suprarealiste si milita pentru ordinea sintetica, integrals. Adoptand astfel de 
atitudini vehemente, integralistii se asteptau la reactiile de „primire” din partea criticii de la 
acea data. Pana si conceptia despre poezia moderna era exprimata dur, agresiv, conform 
orientarii. Ea era vazuta drept un pumn care muta falcile cititorilor, din nou ideea poarta 
semnatura lui Voronca. Integralismul se va maturiza, va pleca de la bizareriile avangardiste, 
dar, in final, va ajunge sa fie preocupat de aspectele practice ale vietii. Inca de la inceputurile 
sale, o forma utilitarista este intrevazuta. Reclamele prezente in paginile sale anuntau 
executarea diverselor decoruri interioare, mobile, covoare, ceramica, afise, costume, 


3 Ov. S. Crohmalniceanu, Literatura romdna §i expresionismul, Ed. Minerva, Bucure§ti, 1978, p. 131. 

4 Marin Mincu, Avangarda literard romaneasca, vol. I, Ed. Minerva, Bucure§ti, 1999, p. XIX. 
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reclamele sale starnind invidia celorlalte publicatii. El trebuie sa fie privit si ca o afacere. Pana 
la urma era unicul concurent al Contimporanului. 

Asa cum nu au fost tributari unei singure orientari, nici in cadrul revistelor literare 
aferente nu se poate vorbi de o fidelitate. Scriitorii tree de la o publicatie la alta, lucru 
constatat si in cazul Punctului. Integralistii au inceput sa fie prezenti si in paginile acestei 
reviste. Din nou, Ilarie Voronca guvemeaza ideologia de aici, el redactand trei tablete care 
cuprind observatii referitoare la axa arta-artist-public-critica. El va critica si protectionism^ 
teatrului care este o piedica pusa in fata propagarii noului. De fapt, Ilarie Voronca se perinda 
cam pe la toate revistele avangardiste. In octombrie 1924, in colaborare cu Victor Brauner, va 
scoate unicul numar de la 75 HP. Revista era vazuta de acestia drept o revista manifest, 
menita sa genereze indignarea traditionalistilor si sa scandalizeze. Scandalul este si cuvantul- 
cheie, cel care caracterizeaza aceasta revista. El este prezent inca de la inceput, in Aviograma, 
unde cititorul era indemnat sa aplice principiul „tabula rasa”, sa-si goleasca creierul, urmat 
apoi de respingerea logicii si a gramaticii. Acest manifest va fi reluat cativa ani mai tarziu in 
revista unu, de catre Sasa Pana. Lasand la o parte aceste probleme, se constata prezenta 
ludicului in aceste pagini. Asezarea in pagina, absurditatile amuzante, reclama pe care si-o 
facea revista, parodiind stilul reclamei comerciale, o inscriu pe aceasta traiectorie. Este practic 
o resurectie a stilului dadaist, lansari socante, cu surle si trambite. Pictopoezia inventata de cei 
doi fondatori este in masura sa ilustreze cel mai bine acest lucru. In cadrul ei, futurismul si 
dadaismul colaboreaza pentru a satisface capriciile ironice ale maestrilor sus-mentionati. 
Acest spirit dadaist mai putea fi regasit si in primul numar al Punctului. 

Continuand initial linia integralista, unu devine tot mai receptiva in fata ideologiei lui 
Breton. Revista, la care colaboreaza Ilarie Voronca, Stephan Roll, Ion Calugaru, Fondane, 
Geo Bogza, isi indreapta atacurile tot mai mult inspre constructivism si spre Contimporanul 
lui Vinea. Acestia erau acuzati de o atitudine refractara noului. In ciuda acestor divergence, 
trebuie amintit faptul ca ultimii isi au originea tot in „contimporani”. Ambele orientari isi 
gasesc punctul de plecare in opera lui Urmuz. Toate cele trei mari publicatii de avangarda 
realizeaza o serie de parodii care nu urmaresc altceva decat contestarea literaturii de consum. 
Noua grupare devine recunoscatoare visului si imaginatiei. Raceala luciditatii poetului-inginer 
constructivist este surclasata de acestea. Lumea care ii inconjoara nu mai este suficienta si nu 
mai satisface posibilitatile de creatie. Utilitarismul constructivist nu mai are ce cauta aici. 
Poetului ii revine sarcina acum de a descoperi, mai exact, de a inventa noi teritorii, noi lumi. 
Si iata cum poetul romantic revine in prim-plan. Cei de la unu doresc recastigarea 
spontaneitatii obtinuta prin intermediul hazardului si a intalnirilor neasteptate dintre cuvinte. 
Visul este cel inzestrat cu aceasta putere eliberatoare. Geo Bogza chiar publica aici un articol 
avand titlul Reabilitarea visului si in care glorifica puterea visului de a dinamiza realitatea si 
de a incalca toate legile si interdictiile. Cu noua revista se produce o schimbare. Scriitorii se 
reorienteaza spre explorarea abisului interior. Din nou Voronca este cel care orienteaza poezia 
de aici, una care calatoreste pe aleea imaginilor. Singurul care nu se complace pe acest traiect 
este Geo Bogza, ramanand in universul reportajului brut. Cu toate ca nu au recunoscut 
niciodata inclinatia suprarealista, poetii de la unu pasesc pe drumul deschis de Breton. 

Asa cum Voronca il atacase pe Vinea, la randul sau va fi atacat. in 1930, cand 
suprarealismul sufera la el acasa, Ilarie Voronca nu mai trimite la tiparit articolul Obrazul de 
creta. Drept urmare, Roll il va acuza de tradare si va lasa gol spatiul care fusese destinat 
articolului respectiv, tiparind sub el titlul Sacalul acestei colibri. Cumintenia lui Vinea se pare 
ca 1-a molipsit si pe el. Dorind sa dea o orientare cat mai de stanga, una de protest si de 
nonconformism, „tradatorul” fusese astfel exclus din cadrul gruparii. Angoasa, amenintarea 
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lumii ostile, retragerea in singuratatea cartilor nu mai corespundeau cerintelor de la unu. 
Aceasta publicatie vine sa intregeasca programele avangardei romanesti. Potrivit grupului, 
avangarda romaneasca de dupa 1932 trebuie sa urmeze literatura proletara, a maselor. Dupa 
aceasta data, ea va inclina tot mai mult spre presa de stanga. Revista disparand, a ramas doar 
editura cu acelasi nume. Arghezi fusese si pentru reprezentantii acestei grupari un maestru, 
revista evidentiind in primele sale numere un epigonism formal cu Biletele de papagal. 

Pe langa revista condusa de Sasa Pana, in paralel cu aceasta au aparut cateva publicatii- 
satelit. Una dintre ele a fost si Urmuz, aparuta la Campina, sub conducerea lui Geo Bogza si 
insumand cinci numere. Ea a fost conceputa in ideea continuarii unei alte reviste de 
avangarda, 75 HP. Urmeaza apoi o publicatie ieseana, XX - literatura contemporand (8 
decembrie 1928 - 15 mai 1939), cu sapte numere. Alge a fost o alta revista avangardista cu o 
viata scurta, aparand in doua serii, prima cuprinzand opt numere, a doua, trei. Se remarca aici 
influenta scrisului reportericesc al lui Geo Bogza. Cei de aici au redactat alte doua reviste 
avand un singur numar si cu titluri scandaloase: Muci si Pula. 

Ceea ce a lipsit revistelor avangardiste a fost critica, acea critica obiectiva. Poetii si cei 
care publicau aici erau in acelasi timp si critici. Singurul care a primit titlul de critic, 
recunoscut si in cercurile exterioare miscarii, a fost Lucian Boz. Facia e revista la care a 
aparut tanarul critic, o revista care ulterior va fi o tribuna a avangardismului romanesc. 

O revista care supravietuieste relativ mult dupa fervoarea avangardista este Meridian, 
1934-1946. Si ea isi indreapta atacurile asupra lui Iorga, acesta vazand-o ea pe o anomalie. La 
randul lor, Lovinescu si Calinescu, prea putin fani ai miscarii, o acuza pentru lipsa ortografiei 
si a grotescului inspiratiei. Daca in primele publicatii avangardiste maestrii erau recompensati 
pentru indrumarea si sustinerea aratata, aici lucrurile nu stau la fel. N. D. Cocea, Claudia 
Millian sunt aspru sanctionati de catre Tiberiu Iliescu. Singurul care este recunoscut si 
apreciat este tot Arghezi. Radical aminteste si ea de vechile orientari avangardiste, mai ales de 
suprarealism. Dintre fostii activisti ii intalnim aici pe Geo Bogza si Jonathan X. Uranus. 

Daca dorim sa realizam o diferentiere in functie de numeroasele orientari avangardiste, 
vom constata ea e o incercare fara rezolvare. Motivul e unul simplu. Interferentele, 
colaborarile, asemanarile nu ne usureaza munca. Toti urmareau rasturnarea regulilor care au 
stat si stau la baza poeticii formale, asocierile stranii dintre cuvinte si imagini se regasesc la 
toti, plus ermetismul, parodia si atitudinea anti-arta. Dupa cum afirma loan Mihut, „paginile 
acestor publicatii violenteaza, de-a dreptul, bunul gust: productii dincolo de limitele oricaror 
libertati; chiar aspectul gralic era dezordonat (numele - scrise cu litere mici, despartite in 
silabe - voit gresita, fraze continue, fara pauze si semne de punctuatie, o jumatate de pagina 
tiparita normal, alta - invers; fotografii si desene in maniera cubista, futurista, suprarealista, 
multe dintre ele fiind lipsite de sens, fie obscene etc.), excentrismul revistelor mergea pana 
acolo incat unele dintre numerele acestora apareau in alb, doar cu titlul, ceea ce voia sa creeze 
impresia ea puteau fi completate de oricine, la libera alegere.” 5 

Dupa cum am vazut, revistele de avangarda de pe teritoriul tarii noastre au pornit de la 
un tel comun, criticarea stagnarii traditionaliste, si au dezvoltat ulterior programe extreme. 
Atacandu-se reciproc, la fel ea si miscarile literare care le-au generat, cuvantul de ordine care 
vine in intampinarea lor este „scandalul”. Singura grupare in cadrul careia nu il regasim cu 
aceeasi fervoare este cea de la Contimporanul. Insa domesticirea acestuia si ampla deschidere 
pe care a aratat-o diverselor unde moderniste i-au adus o serie de atacuri. Lasand acest detaliu 


5 Ioan Mihut, Simbolism, modernism, avcingardism. Indrumdri metodice, Ed. Didactica §i pedagogica, Bucure§ti, 1976, pp. 
44-45. 
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la o parte, „efemeritatea” este un alt aspect care defineste cea mai mare parte din aceste 
publicatii. Viata scurta de care se bucura sau nu unele dintre ele arata receptivitatea publicului 
in fata doctrinelor imbratisate de ele. Credem ca acesta este si unul din motivele pentru care 
cei de la Contimporanul au cunoscut un important succes la acea vreme. Permanenta lor 
oscilatie si incalcarea, daca putem spune, a propriului orgoliu ideologic i-a salvat de la o 
disparitie fulgeratoare. Desigur, putem adauga aici si implicarea social-politica a unor 
colaboratori, participare care a mai taiat din elanul pur avangardist. Intr-o societate care abia 
acum era in perioada tranzitiei spre modernism, sa vii cu articole si publicatii precum cele de 
la unu, 75 HP si cele prezente in diverse reviste satelit era, pe de o parte, ceva extrem de 
curajos, dar denota si o oarecare doza de inconstienta. Cert e ca aceste publicatii au adus o 
nota sa zicem vesela, ludica, in ciuda agresiunilor trimise de taberele adverse. Probabil ca 
daca nu s-ar li atacat intre ei, ele, unitatea le-ar li scos in fata un alt destin. 
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Abstract: Herve Bazin in one of the first French writers approaching the paternity theme in his novels. 
In the middle of a century when the figure of the mother masters the literature, Herve Bazin is the 
image of the author who brought patriarchy to replace matriarchy, as Oreste has done it in 
mythologic times. This paper delves into the Herve Bazin's novels and personality with the purpose of 
demystifying his writings. 

Keywords: Herve Bazin, mythology, patriarchy, Oreste, matricide. 


Herve Bazin est l’un des premiers ecrivains fran^ais a traiter dans son ouvrage le 
theme de la patemite. Vers la moitie du XX eme siecle, l’auteur s’attaque a une nouvelle vision 
sur la famille de la societe modeme, dans laquelle la maternite est remplacee par la patemite, 
image renvoyant aux temps mythologiques. Comme bien d’autres ecrivains de son epoque, 
Herve Bazin s’interesse a la reecriture des mythes anciens, thematique qui nourrit ses romans 
des son ecriture de debut: Vipere au poing (1948). C’est a la lumiere de ces faits que nous 
avons identifie la figure d’Oreste dans l’image de l’ecrivain mefiant devant l’autorite 
matemelle dans la famille, idee renforcee dans trois autres romans, qui traitent le thematique 
la patemite comme leitmotiv de l’ouvrage : Au nom du fils (1960), Le matrimoine (1967) et 
L 'ecole des peres (1991). Au coeur de cette recherche se trouve, ainsi, une demystification des 
trois ecrits, de meme qu’une tentative de tracer les contours du thematique de la patemite dans 
la vision bazinienne, relevee des interviews de l’ecrivain. Notre etude se partage en deux 
parties, dont la premiere se propose de traiter le sujet du point de vue theorique et 
mythologique et la deuxieme s’applique sur une breve analyse des trois romans. 

« Le roi est le pilier de l’Etat. Le pere est le pilier de la famille. Le mari est le pilier de 
la femme »', proclamait le philosophe Confucius au V e siecle avant J.C. Aux antipodes se 
trouve l’histoire de la mythologie, qui renvoie a une societe matriarcale regnant aux debuts 
des temps, idee qui se trouvait en plein essor a la fin du XIX eme siecle, lors de la publication 
du Droit matemel 1 2 de Johann Jakob Bachofen. Fondee sur la mythologie de la Grece antique, 
ainsi que sur des etudes historiques, la theorie de J. J. Bachofen a suscite un grand interet 
parmi les groupes feministes de l’epoque. Neanmoins, au XX eme siecle et sur le fonds d’une 


1 Le Confucianisme, Les trois principes fondamentaux de Confucius, article consulte a l’adresse 
www.macoree.com/confucianisme.htm, le 28 novembre 2016, a 14.03. 

2 Walter Benjamin, J. J. Bachofen, (1935), Ecrits Frangais, Paris, Editions Gallimard, 2003, coll. « Folio Essais ». pp. 123- 


146 . 
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mauvaise relation avec sa mere, Herve Bazin s’affirme avec un premier roman et chef- 
d’oeuvre, qui instaure le mepris contre la lignee matemelle et continue avec d’autres ecrits qui 
s’attaquent a l’intronisation de la paternite. 

Dans la Grece antique, l’instauration de la paternite commence avec le matricide 
d’Oreste, fils d’Agamemnon et de Clytemnestre. Apres l’assassinat de son pere, le heros 
quitte la cite afin d’habiter chez Strophius, son oncle et roi de Phocite pour revenir quelques 
annees plus tard avec le dessein de venger la mort de son pere. De retour a Mycenes, il tue 
Clytemnestre, sa mere, et Egisthe, le complice de celle-ci. 3 

Eschyle, le grand dramaturge grec, consacre une trilogie au sujet du matricide 
d’Oreste : Agamemnon , Les Choephores et Les Eumenides . Tourmente par les Furies 4 , Oreste 
cherche la serenite aupres de l’Areopage qui l’absout de toute culpabilite, grace aux 
temoignages d’Apollon et d’Athena. C’est dans la troisieme partie qu’Apollo, le protecteur et 
l’ami d’Oreste, synthetise le lignage patemel et nie vehementement le role de genitrice de la 
mere, qui n’est que la porteuse de la semence masculine : 

Ce n’est pas la mere qui engendre ce qu’on appelle son enfant, argumente-t- 
il ; elle n’est que la nourrice du germe verse dans son sein ; celui qui 
engendre, c’est le pere. La femme, comme un depositaire etranger rcgoit 
d’autrui le germe ; et quand il plait aux dieux, elle le conserve. La preuve de 
ce que j’avance, c’est qu’on peut devenir pere sans qu’il y ait besoin d’une 
mere ; temoin cette deesse, la fille de Zeus, du roi de l’Olympe. Elle n’a 
point ete nourrie dans les tenebres du sein matemel et quelle deesse eut 
produit un pared rejeton ? 5 

Le role insignifiant de la mere est souligne par comparaison avec Athena, deesse de la 
sagesse, de la guerre et de la strategic militaire. Fille sans mere de Zeus 6 , la deesse temoignera 
elle aussi en faveur d’Oreste, en offrant son propre exemple comme argument: « Je n’ai pas 
de mere a qui je doive la vie ; ce que je favorise partout c’est le sexe viril. Je suis 
completement pour la cause du pere. Je ne puis done m’interesser au sort de la femme, qui a 
tue son epoux, le maitre de la maison. » 7 Farouche et obstinee contre le pouvoir de la femme, 
Athena souligne son jugement en accentuant la domination du sexe masculin. 

Le meme achamement ressort des paroles d’Herve Bazin qui, issu de la tyrannie de 
Folcoche depuis la periode de son enfance, ne guerit pas l’aversion contre sa mere. Ainsi, 
irrite par le role hegemonique de la maternite dans la litterature et la societe, il reagit avec la 
publication d’un roman qui met en premier plan la fonction du pere : 

Jusqu’ici on confondait pere et mere. fa m’agapait. Vous entrez dans les 
musees, vous trouvez un tas de matemites et de vierges a l’enfant : pas un 
pere. Dans la litterature, pas de pere. Evidemment, il y a le pere Goriot [et le 


3 Pierre Commelin, Mythologie grecque et romaine, Paris, Editions Bordas, 1991, coll. « Classiques Gamier », s.v. Oreste et 
Pylade. 

4 Divinite persecutrice, symbole de la vengeance des dieux. Pierre Commelin, Mythologie grecque et romaine, ibid., i.v. 
Oreste et Pylade. 

5 Eschyle, L ’Orestie avec une introduction sur la legende, un commentaire rythmique et des notes, texte etabli par Paul 
Mazon, Paris, Ancienne Librairie Thorin et fils, 1903, editeur Albert Fontemoing. 

6 Athena nait du crane de Zeus, con9ue par le dieu meme et sa premiere conquete, Metis. Averti par un oracle qu’il risque de 
perdre son pouvoir a la naissance de son premier fils, Zeus decide d’empecher sa femme d’accoucher. (Pierre Commelin, 
Mythologie grecque et romaine, ibid., s.v. Athena) 

7 Ibid. 
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roi Lear] mais leurs enfants sont eleves. Ce qui m’interesse, moi, c’est la 
fabrication . 8 

Un Oreste contemporain, Herve Bazin aneantit le role de la mere et c’est dans le meme 
contexte que l’auteur affirme dans son roman L ’ecole des peres : « L’art d’etre pere reste et 
restera probablement inferieur a celui d’etre mere. » 9 Les mauvais souvenirs de l’enfance et 
les oppressions vecues ont trace le contour de l’image de la femme dans la vision bazinienne : 
« Je n’avais pas ete tres gate par les femmes. Ma mere, c’etait plutot rate, ma premiere femme 
egalement. Ma deuxieme femme... Bref, je ne crois pas que je reussirai jamais tres bien avec 
les femmes. » 1() , soutient l’ecrivain dans une interview. 

Invite par Pierre Dumayet a presenter son nouveau roman, Au nom du fils , aux 
spectateurs, Herve Bazin se declare vaincu face a la creation d’un personnage mere dans ses 
ecrits : « C’est vrai que je reussis assez mal les meres... on exprime, peut etre difficilement ce 
qu’on a mal connu» n , constate l’ecrivain. Sous l’auspice de cette enfance lamentable, 
Herve Bazin s’attaque contre les mauvais parents de la societe et avance dans la vie avec le 
but d’adoucir le destin de ses propres fils, afin qu’au mo ins eux, ils ne reecrivent Vipere au 
poing : «J’ai ete enfant malheureux, j’ai voulu faire des enfants heureux » 12 , conclut 
l’ecrivain en 1961. Quarante ans plus tard, il renforce la meme idee : « Ayant loupe ma 
jeunesse, je devais reussir ma paternite. C’est une revanche : celle du petit garden rate et 
malheureux que j’ai ete. J’avais tres peur de rater mes enfants. » 13 La perte de Page le plus 
tendre a cause d’une maman tyrannique reclame la vengeance : si le personnage mythologique 
arrive a tuer sa mere pour retablir l’ordre dans la cite de Mycenes, alors Herve Bazin guerit 
son ame en ecrivant. II retrace les contours de sa vie en devoilant son chagrin, qu’il vainc 
grace a l’ecriture, a laquelle il dedie sa vie entiere. Outre les romans publies sur cette 
thematique et les declarations qu’il a faites, les sept enfants de quatre femmes sont la preuve 
d’une certaine experience dans le domaine : « e’est-a-dire qu’il a, sur le plan familial, une 
montagne de choses precises a nous reveler » 14 , affirme le journaliste D. H. dans le meme 
article. 

Dans l’interview « Un entretien avec M. Herve Bazin. Au nom du fils, un roman 
passionne de la paternite » 15 , l’ecrivain parle de sa nouvelle publication en termes de 
«gratuite parfaite du sentiment paternel ». 16 L’auteur transforme la famille dans un 
protagoniste de son roman, dont l’histoire fait souvent penser a sa propre autobiographic : 
Daniel Astin, fils unique d’une veuve de guerre, soufrant de ne pas avoir connu son propre 
pere, le personnage eprouve un sentiment d’amertume face a cette realite : «[...] je n’avais 


8 Elle, article « Herve Bazin - nous sommes tous des peres adoptifs », propos recueillis par D. H., 1961, revue consultee au 
fonds Herve Bazin de la Bibliotheque Universitaire d’Angers. 

9 Herve Bazin, Le matrimoine (suivi d e) L'ecole des peres, Paris, Editions du Seuil, 1991, p. 653. 

10 Elle, article « Herve Bazin - nous sommes tous des peres adoptifs », Ibid. 

11 Herve Bazin dans une interview accordee a Pierre Dumayet, le 16 novembre 1960, entretien consulte sur 
http://www.ina.fr/video/I11101729, le ler decembre 2016, a 15h55. 

12 Elle, article « Herve Bazin - nous sommes tous des peres adoptifs », Ibid. 

13 Circ, article « Herve Bazin - pere exemplaire », propos recueillis par P. A., 1991, revue consultee au fonds Herve Bazin de 
la Bibliotheque Universitaire d’Angers. 

14 Elle, article « Herve Bazin - nous sommes tous des peres adoptifs », propos recueillis par D. H., 1961, revue consultee au 
fonds Herve Bazin de la Bibliotheque Universitaire d’Angers. 

15 Le monde, article « Un entretien avec M. Herve Bazin. Au nom du fils, un roman passionne de la paternite », propos 
recueillis par Jacqueline Piatier, 1960, revue consultee au fonds Herve Bazin de la Bibliotheque Universitaire d’Angers. 

16 Ibid. 
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devant moi, derriere moi, autour de moi, que ma mere. » 17 Veuve a son tour et pere de trois 
enfants, dont Bruno, le troisieme, sernble etre fils illegitime, il mene une vie paisible avec 
l’aide de Laure, sa belle-soeur. 

Le protagoniste du roman essaie laborieusement de gagner 1’ affection de son cadet a la 
suite d’une replique acide de ce dernier tout au debut du roman et qui sernble avoir eveille la 
conscience du pere : « Tu m’aimes, bien sur, mis tu m’aimes moins. » 18 , repond Bruno. M. 
Astin reagit instinctivement: « Et c’est a moi de me sentir glace. Moins, moins. Que dit-il ? 
Moins que Michel, son brillant aine. Moins que Louise, ma sucree. [...] Moins tout court. 
Moins qu’un fils. » 19 Et il se propose, tacitement, de recuperer son fils, sans jamais compter 
les ravages que sa preference pour le cadet aurait pu causer chez les deux aines : « Et il a 
mine tout cela d’un coeur leger au nom du fils bien aime... » 20 

C’est, sans doute, en pensent a Bruno et a son enfance meme que l’ecrivain affirme 
avec tendresse dans un entretien : « La voix du sang parle moins haut que celle du coeur. 
L’attention, la presence, le soin constant, les affinites, creent plus de liens que la nature. Et ce 
que l’on attend en definitive dans ce monde de grisaille et de commune humanite c’est le cri 
toujours exclusif, passionne, de 1’amour. » 21 Cette derniere phrase sernble peser le plus dans 
fame d’Herve Bazin et vise, a coup sur, la sensibilisation du lecteur : enfant rebelle et 
deborde de la haine contre sa mere, l’ecrivain cherche a cicatriser ses blessures a l’aide de 
l’amour, sentiment qui lui a ete nie dans son enfance. Il veut l’offrir volontairement et 
consciemment a tous ses enfants, en faisant meme des efforts pour plaire dans les yeux de son 
fils illegitime. 

Sept ans plus tard, avec la publication du roman Le matrimoine (1967), Herve Bazin 
fait l’histoire d’un menage, en decrivant le quotidien de la famille Bretaudeau pour une 
periode de quinze ans. Romancier de la famille, l’auteur atteint le point culminant avec ce 
roman, qui traite la problematique du manage et les epreuves du couple apres l’arrivee de 
l’enfant: « Le mariage part toujours au maximum et sa courbe est descendante » 22 , conclut 
l’oncle Charles, surnomme Tio. 

Avant la naissance de son premier enfant, le protagoniste acclamait le feminin de sa 
vie : « Ma douceur en trois robes : ma mere, ma femme et ma grand-mere » 23 , pour ressentir 
la transformation tres vite apres avoir rentre avec son epouse de la clinique : « La maternite 
vous ramene de la clinique une inconnue » 24 , constate amerement le personnage. Toute 
l’attention de la mere centree sur le bebe, Abel ressent le poids de la gestion de toute la 
maison : son lit, sa chambre et meme son epouse appartiennent dorenavant a celui dont le 
foyer entier depend. Cette transformation dans le comportement de Mariette donne 
l’impression d’une maladie : « Il y a decidement des maladies speciales aux femmes [...] La 
tienne fait une inflammation de la maternite. » 25 


17 Herve Bazin, A u nom dufils, Paris, Editions Librairie Generate Fran?aise, 1965, p. 22. 

18 Herve Bazin, Au nom dufils Ibid., p. 17. 

19 Herve Bazin, Au nom dufils. Ibid., p. 18. 

20 H Le monde, article « Un entretien avec M. Herve Bazin. Au nom dufils, un roman passionne de la patemite », Ibid. 

20 Herve Bazin, Le demon de minuit, Paris, Editions Bernard Grasset, 1988, p. 240. 

21 Le monde, article « Un entretien avec M. Herve Bazin. Au nom dufils, un roman passionne de la patemite », Ibid. 

22 Herve Bazin dans une interview a Lille, « Herve Bazin a propos de son livre Le matrimoine », consultee a l’adresse 
http://www.ina.fr/video/RCF99007563, le 2 decembre 2016, a 13hl0. 

23 Herve Bazin, Le matrimoine, Paris, Editions du Seuil, 1967, p. 52. 

24 Herve Bazin, Le matrimoine. Ibid., p. 151. 

25 Herve Bazin, Le matrimoine. Ibid., p. 306. 
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Dorenavant, c’est le debut de l’ere gynecolithique et le moment propice pour que 
l’ecrivain fasse surgir son gout pour la mise en derision : « Lisez les journaux, ecoutez la 
radio, regardez la tele : il n’y en a plus que pour leur race sublime » 26 . II est fortement visible 
une certaine jalousie du pere face au nouveau-ne, sentiment qui renvoie, une fois de plus, aux 
temps mythiques et au royaume de Zeus dans l’Olympe : ayant peur de ne pas rater son 
pouvoir, le dieu s’acharne contre sa femme et meme contre ses fils. 

La rage contre le sexe feminin atteint le paroxysme dans le roman Le matrimoine 
lorsque le protagoniste trouve une amante, une femme beaucoup plus jeune que lui, Annick. 
Pour un tres court moment, Abel tombe dans le desespoir de l’adulterin qui souffre a cause de 
sa faute et, de meme qu’Oreste, le protagoniste est hante par les remords : « Mais retiens-moi, 
done, Mariette ! Je ne te deteste pas. Fais quelque chose ! » 27 II essaie a tout prix de se 
detacher de son angoisse, mais il se voit emprisonne dans le matrimoine : « Dans l’agressif 
etat ou je me trouve, le matrimoine, je le vois partout » 28 Son fils meme demande : 
« Bretaudeau, papa, c’est masculin? [...] T’as vu, l’Europe, c’est tout des dames. » 29 Cette 
meme idee apparait dans le roman qui fait la suite du Matrimoine , L 'ecole des peres (1991) : 
« Reste que pour moi la maison meme est feminine : un giron ou l’aisance d’une femme 
s’epanouit de piece en piece, alors que je m’y sens gauche, sauf dans mon bureau. » 30 

L ’ecole des peres s’ouvre avec la mort du beau-pere d’Abel, avocat angevin et pere de 
quatre enfants. L’enterrement de l’homme le plus aine de la famille symbolise le besoin d’une 
substitution du patrimoine et le protagoniste semble etre le plus vise de ce point de vue. Une 
quinzaine d’annees se succedent depuis le mariage d’Abel et le debut du roman Le 
matrimoine : dans la famille Bretaudeau, les relations en famille s’arrangent. Le pere fait de 
son mieux pour le bien-etre de sa famille, gagner l’affection de ses quatre enfants et s’occuper 
de leur education : « Si je m’occupe des enfants c’est pour les aider a faire leurs devoirs plutot 
que leur toilette ; c’est pour les promener le dimanche, jouer avec eux (pas trop longtemps) 
plutot que les habiller ou les nourrir. » 31 Les preoccupations d’Abel sont d’ordre intellectuel, 
en faveur du developpement mental et physique de ses enfants, un argument de plus dans son 
benefice : « Je m’efforce d’en faire plus ; j’ai meme la suffisance parfois de croire que je 
m’ameliore. » 32 

L’accent dans le roman est mis sur l’homme devenu pere, l’homme qui accepte sa 
nouvelle condition de guide et responsable pour ses enfants. Face au changement et a la 
realite de voir ses enfants devenir des adultes, le personnage eprouve des sentiments 
contraires, lies a la difficulty de former leur personnalite et de les orienter dans la vie : 

Avec les enfants grandissent leurs problemes que l’adolescence rend aigus et 
dont la solution, faute de consensus, varie de maison en maison. Quelle 
independance, quelles etudes encourager ? Que reste-t-il de valeurs a 
transmettre ? Comment accueillir les premieres amours ? Et quand ils seront 


26 Herve Bazin, Le matrimoine, Ibid., p. 316. 

27 Herve Bazin, Le matrimoine. Ibid., p. 376. 

28 Herve Bazin, Le matrimoine. Ibid., p. 383. 

29 Herve Bazin, Le matrimoine. Ibid., p. 383 

30 Herve Bazin, L ’ecole des peres, Paris, Editions Corps 16, 1992, p. 59. 

31 Herve Bazin, L ’ecole des peres, Ibid., p. 58. 

32 Herve Bazin, L ’ecole des peres, Ibid., p. 59. 
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partis, ces enfants, devenus adultes et vivant au loin des vies differentes, que 
pourra-t-il encore, Abel, que pourra-t-il pour eux ? 33 

Le roman fait, done, la critique d’un couple devenu responsable pour l’education de leurs 
quatre enfants et commence a ressentir le fardeau du temps qui passe. L’evolution fait souvent 
peur au protagoniste, qui fait, pourtant, de son roman un hymne a la paternite : « L’apparition 
des hommes dans ce qui fut bien encore davantage le domaine des femmes : le matemage 
aujourd’hui double d’un certain paternage, n’est-elle pas plutot la grande nouveaute ? » 34 

En guise de conclusion, les personnages baziniens font souvent recours a la 
mythologie, ce qui rend aux ecrits de l’auteur une valeur poetique et poietique, en offrant en 
meme temps un caractere de singularity parmi les romans de l’epoque. D’un autre point de 
vue, l’originalite est, pour Herve Bazin, une forme de revolution : il se revolte contre sa mere 
en ecrivant Vipere au poing, contre la femme avec la publication du roman Le matrimoine et 
contre la societe qui loue le role de la mere dans la famille dans ses deux romans Au nom du 
fils et L ’ecole des peres. Neanmoins, vers la fin de sa fie et avec la publication de son dernier 
roman, Le demon de minuit, Herve Bazin transforme la revolte en nostalgie et constate : « On 
sait ce qu’on fait quand on plante un pommier, mais pas quand on plante un enfant [...] La 
paternite, elle est toujours un acte de foi. » 35 
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Abstract: The folkloric evocation of Avram Iancu is made from two perspectives: the biographical and 
documentary evocation interviews with the symbolic one. Thus, he appears both in the hypostasis of 
character and symbol. The second stance was supported with a data transfer of the biographical and 
historical events to mythology. Physical traits and the real qualities of the hero are amplified and 
perfected in the artistic creation by enriching them with mythical and symbolic meanings. National 
consciousness, the fundamental factor of building national identity, that awakens in people’s soul with 
Avram Iancu underlies the process of mythicization of the Romanian hero and the identification to 
personal sacrifice with the interests of the people is paving the way which places him in the upper 
stage of self fulfillment in history. The biographical elements are gradually enriched, they are valued, 
a proof being the laudatory assessments which are the expression of an character who became a myth, 
a symbol. The prototype image is constantly enriched by specific artistic means which increase its 
value and essentialise it. 

Keywords: Avram lane u; lyric poetry; character; symbol; mythology 


In sufletul poporului roman, Avram Iancu si-a castigat un loc de cinste, numele lui 
fiind asezat alaturi de cel al marelui voievod Mihai Viteazul si al martirului Horea. 
Popularitatea de care s-a bucurat se datoreaza atat faptelor sale istorice, cat si personalitatii 
sale remarcabile cu care i-a impresionat pe cei din anturajul sau, oameni simpli sau invatati, 
cu atat mai mult cu cat, dupa cum observa contemporanul sau, Gheorghe Barit, „Iancu 
nicidecum nu a vanat popularitatea; nu el a alergat dupa popor, ci acesta era fermecat de 
personalitatea lui.. .” 1 . 

Dorul de libertate renaste mai puternic In sufletele oamenilor In anul dezrobirii 
popoarelor, 1848, si aduce laolalta, sub comanda Craiului, pe motul din Ardeal, pe taranul din 
campie, dar si pe intelectualii romani iubitori de tara. Aceasta mobilizare generala a poporului 
poate argumenta bogatia fondului literar artistic legat de revolutia din ’48-’49 si de numele lui 
Iancu. Numeroase creatii folclorice oglindesc lupta Inceputa la prima chemare din tulnic ce s- 
a auzit pe crestele muntilor Apuseni si continuata chiar si dupa trecerea In nefiinta a eroului si 
asezarea trupului acestuia In pamantul stramosesc, sub gorunul lui Horea de la Tebea. 

Repertoriul versurilor Inchinate conducatorilor revolutiei de la ’48-’49 depaseste 
granitele naturale ale inimii Muntilor Apuseni, cunoscand o raspandire pe arealul intregii 
Transilvanii si chiar pe Intregul teritoriu romanesc. Avram Iancu devine, asadar, un erou al 
tuturor romanilor si un simbol pentru unitatea noastra nationals. Tndemnul pentru pastrarea 


1 G. Baritiu, Parti alese din istoria Transilvaniei, t. II, Sibiu, 1890, p. 163. 
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fiintei nationale surprinde, In cuvintele simple ale poporului, demnitatea caracteristica 
romanilor: „Nu va cer sa osanditi, / Nu va zic sa asupriti, / Ci va cer eroi sa fiti, / Tara 
voastra s-o pdziti! / Dreptul altuia nu-l luati, / Dar pe-al vostru-l aparati... /Noi nu vrem sa 
atacam, / Pe nimeni sa suparam, / Dar cand uita cineva / Ca-i dator ca sa ne dea / Si vine-n 
casa la noi / Cu potca si taraboi, /Apoi oameni slabi am fi /Daca nu i-a stii priini.” 2 

Tntreaga odisee a luptei pentru libertate sociala si nationals este surprinsa in creatia 
folclorica; cauzele revoltei, opozantii, personajele principale, momente ale luptei considerate 
de mentalitatea taraneasca semnificative pentru cursul evenimentelor, finalul luptei si soarta 
eroului principal au fost evocate de creatorul anonim in creatii lirice sau epice menite a inscrie 
in etemitate faptele petrecute in acel veac al suferintei romanilor privati de libertatile sociale 
si nationale. 

Evocarea folclorica a lui Avram Iancu se face din dubla perspective biografica si 
documentary, impletindu-se cu cea simbolica. El apare astfel in dubla ipostaza: personaj si 
simbol. Cea de-a doua ipostaza a fost posibila prin realizarea unui transfer al datelor 
biografice si al evenimentelor istorice spre mitologie. Trasaturile fizice si calitatile reale ale 
eroului sunt amplificate si desavarsite in creatia artistica prin imbogatirea acestora cu 
semnificatii mitice si simbolice. Constiinta nationals, factor fundamental al construirii 
identitatii nationale, ce se trezeste in sufletul poporului odata cu Avram Iancu sta la baza 
procesului de mitizare a eroului ardelean, iar idcntificarca pana la sacrificiu personal cu 
interesele poporului netezeste calea ce-1 plaseaza in etapa superioara a implinirii eului in 
istorie. 

Elementele biografice sunt imbogatite treptat, sunt valorizate, dovada stau 
encomioanele ce sunt expresia personajului devenit un mit, un simbol. Imaginea prototip este 
permanent imbogatita prin mijloace stilistice encomiastice ce-i sporesc valoarea si o 
esentializeaza. Liderul revolutiei pasoptiste este mai intai un„fecior de mot”, apoi devine „un 
voinic”, „paunasul codrilor”, fecior de munte „cu stea in frunte”; e „craisorul muntilor”, „crai 
de-omenie”, „imparat de moti”, „un om si jumatate”, „cum nu-i in lume”, viata lui fiind 1-al 
lui „neam fagaduita”. 

Privit din perspective mitologica, Iancu este salvatorul care, prin sacrificiu, poate 
schimba si reorganiza universul. El este, In acest sens, un prototip, deoarece oglindeste 
principiul masculin, spiritul organizator, cel care guverneaza lumea si impune libertati pentru 
cetatenii sai. Personajul cu rol de actant poate fi interpretat si ca producator de istorie, fiindca 
el nu-si implineste visul propriu, ci indeplineste voia poporului si mai mult, implineste voia 
Creatorului caci ,,romanii cred ca omul nu e stapan pe cararile lui, ci indeplineste pe pamant 
vointa lui Dumnezeu” 3 . El reprezinta constiinta justitiara si realizeaza dreptatea, Inteleasa ca 
unic mijloc de redobandire a unor drepturi furate. Apararea fiintei nationale se realizeaza, in 
primul rand, prin apararea fiintei biologice de la degradare si mai apoi prin restabilirea corecta 
a statutului social al poporului, iar ordinea se poate restabili doar printr-o victorie in lupta cu 
fortele raului. Se intrupeaza in Iancu si constiinta nationals crestina. El reprezinta poporul 
roman cel asuprit care, de veacuri, duce crucea grea a crestinului, fiind mereu atacat si lovit de 
dusmanii lui Dumnezeu ce nesocotesc legile crestine. Iancu devine astfel un model uman de 
abnegatie, de spirit de sacrificiu si prototip al romanului patriot. 

Trebuie scos in evidenta faptul ca, in Transilvania, lupta pentru libertate nationals se 
impleteste cu cea pentru dreptate socials. Romanii transilvSneni nu doresc sS mai accepte 


2 M. Badea, Gh. I. Bodea, Avram Iancu in constiinta poporului romcin, Cluj-Napoca, Ed. Dacia, 1976, p. 185. 

3 M. Olinescu, Mitologie romdneasca, Ed. Saeculum Vizual, Bucuresti, 2004, p. 340. 
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statutul de natiune tolerata, isi revendica drepturile de proprietate asupra pamanturilor. 
Situatia politica si sociala trebuia sa se schimbe, iar schimbarea nu se putea produce cu 
argumente filozofice, ci cu lancea lui Horea. 

Scopul luptei este concretizat de Iancu insusi, prin glasul poporului: „Striga Barnel 
din Sibiu / Ca Ardealul nu-i pustiu / Si Iancu din Fintinele: / Aicia-s armele mele, / Vitejeste 
lupt cu ele: / Dezrobirea neamului, / Vitejia Ardealului ,” 4 , iar dintr-un cantec inclus in prima 
culegere de folclor despre Avram Iancu aflam ca „Iancu de la Vidra pleaca/ Ca dreptate sa 
ne faca” 5 . 

Deosebit de sugestiv este dialogul liric intitulat Iancule, pruncutul meu ce deschide 
antologia 6 7 alcatuita de folcloristul Vasile Copilu-Cheatra si de profesorul Romulus Felea in 
care Iancu ii arata tatalui sau hotararea sa de a lupta pentru obtinerea drepturilor si libertatilor 
motilor: „Iancule, pruncutul meu, / Pintru ce te zbati mereu? / Pintru cine te zdrobesti / Si 
hodina nu gasesti? / Tata, io ma bat cu hotii, / Sa traiasca liberi modi. /Rinduiala nu e bund, 
/Si legile-s o minciuna. /Legea trebuie schimbata, /Pina nu-ipre tirziu, tata, /Ca nu-i dirept 
ca la prlnz / Unii sa moara flaminzi, /Iara altii, cum iti spui, /Altii sa moara satin." 1 

Poporul care lupta impotriva nobilimii maghiare si a Intregului sistem oligarchic de 
oranduire feudala a sintetizat in Iancu intreaga forta romaneasca din Apuseni. Iancu devine 
astfel simbol al poporului asuprit si este chemat sa „se scoale din somn”: Scoala, Iancule, 
din somn, /Daca vrei sa te faci domn, / Si-ti ia sabia-ntr-o mana / Si o spala de ruginci. ” 8 

Trebuie subliniat Insa sensul luptei lui Iancu. Poporul transivanean nu duce un razboi 
de cucerire, ci unul de independenta; dusmanii poporului, nobilimea maghiara, trebuie 
izgoniti de pe pamantul romanesc: „Astazi cu bucurie / Romanilor veniti! / Pe Iancu in 
campie / Cu toti sa-l insotiti. / Spalati armele voastre, / Curand sa alergam / Din locurile 
noastre, / Pe dusmani s-alungam.” 9 . Dusmani ai poporului sunt si tatarii si mongolii: ,Si 
romanii se sculara / Ca sa scape a lor tara /De rusine si de-ocara, /De domnia ungureasca / 
De urgia mangaleasca / Si de ciurda tatareasedC 10 

O anumita parte a poeziei populare oglindeste increderea in bunul imparat si ca pe cai 
regaliste, prin plangeri, dreptatea poate ft facuta de imparatul austriac, iar jugul stapanirii 
maghiare, cauza saraciei oamenilor, poate ft inlaturat: ,,Hai, ortace, sa pornim, /La Gaina, sa 
guim / Si pe Iancu sa-l gasim, / Cu pana de gasca alba, / Sa ne scrie el o jalba, / Catre grofi 
si-mparatie, / Sa scapam de saracie! / Saracie si hotie! / Sa opreasca, jucutaii, / Sa ne puna-n 
git zimtaii. / Cind a scrie, la-mparat, / Groful nu mai doarme-n pat, / De ciuda si de banat, / 
Ca ne-a-nturna ce-afurat. / Ne-o furat padurile, / Bata-l tate ralele!” 11 . 

Marea iubire a Iancului pentru neamul sau cel romanesc izvoraste din preaplinul 
sufletului sau, iar obtinerea libertatii neamului sau devine ideal si unic scop in viata in slujba 
caruia Isi sacrifica chiar si dreptul sau uman la fericirea si implinirea sufleteasca pe care i-ar 
putea-o oferi intemeierea unei familii. Chiar si averea parinteasca si veniturile pe care le 
obtine le foloseste ca mijloc de sustinere a revoltei sociale pe care o va conduce: Ce-ti 


4 O. BTrlea, I. Serb, Horea si Iancu in cantecelepoporului, Bucuresti, Ed. Eminescu, 1972, p. 136. 

5 O. BTrlea, I. Serb., op. cit., p. 170. 

6 V. Copilu-Cheatra, R. Felea, Iancule, ce mandru esti.... Alba Iulia, 1972. 

7 V. Copilu-Cheatra, R. Felea, op. cit., p. 7. 

8 Ov. BTrlea, I. $eb, op. cit., p. 123. 

9 Al. Andritoiu, Avram Iancu. Antologie literard, Bucuresti, Ed. Albatros, 1972, p. 21. 

10 Ov. BTrlea, I. Serb, op. cit., p. 133. 

11 V. Copilu-Cheatra, R. Felea, op. cit., p. 10. 
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trebuie bogatii, / De vreme ce n ’ai copii? / Am un neam si-o tara-ntreaga / Sci le scot dreptul 
md roaga .” 12 

Creatia populara surprinde, asadar, motivul fundamental al luptei care este obtinerea 
drepturilor sociale ale poporului, iar pentru Indeplinirea acestui obiectiv Iancu are cuvinte de 
imbarbatare, de insufletire pe care le adreseaza tinerilor ostasi, aratandu-le gloria pe care o vor 
primi pentru sacrificiul lor: ,,Cd voi daca veti lupta, / Tara daca veti scapa / De urgia 
Ungurilor, / Dusmanii Romanilor, / Mortii bine-or rasufla, / Parintii s-or bucura, / Lumea va 
va lauda." n 

Revolutia de la ’48-’49 este una dintre epopeile noastre nationale, Iancu fiind eroul 
sau principal. Devenit simbol al luptei pentru libertate, eroul a trecut pe nesimtite In mit si 
legenda, astfel ca nu e de mirare ca portretul lui a fost conturat in versuri de colinda: „Sus e 
cerul luminat, / Iancu, tinerel baiat, / Mdndru cal a-ncalecat / Si departe mi-a plecat." 14 
Aureola deosebita cu care chipul Iancului a fost incununat este surprinsa si in versurile: 
„Foaie verde de podbeal, / Eli sunt Iancu din Ardeal / Paunasul codrilor / Craisorul 
muntilor” 15 . 

Modul In care Iancu este privit de poporul de rand este dovada a popularitatii acestuia 
castigata prin vitejestile sale fapte. In primul rand, Iancu intruneste toate calitatile ce se cer 
unui bun lider. Este inteligent, educat, este viteaz si iubitor de neam, cauta dreptatea si 
adevarul. Iar la toate acestea se adauga fizicul sau placut, fiind si tanar si frumos. Frumoasele 
trasaturi fizice se Impletesc cu deosebitele calitati morale alcatuind profilul unui bun 
conducator si intruchipandu-1 pe cel al unui Mesia mult asteptat. Iancu Intruchipeaza cele mai 
inalte principii morale: adevarul, dreptatea, cinstea, prietenia, curajul si vitejia. Regasim in 
cantecul popular portretul complet al eroului, fiind evocate atat tineretea si frumusetea lui 
lizica din anii revolutiei, cat mai ales frumusetea rnorala a acestuia. 

Tn caracterizarea personajului, artistul popular apeleaza la procedee artistice 
diversificate. Prin folosirea hiperbolei, a figurilor de stil precum epitetul, comparatia, 
personificarea sau metafora, prin introducerea unor structuri antitetice, se creeaza imagini 
artistice de o plasticitate deosebita ce dau valoare estetica textelor si scot in evidenta 
trasaturile exceptionale ale eroului. 

Iancu e mandru ca „Fat-Frumos din povestF, e „malt si subtirel, /Nalt ca bradu ’ sus 
in munte, / Cu doi ochi de cer sub frunte” xe , avand „par galban, ratezat” 17 , trasaturile fetei 
sale fiind sugerate printr-o serie de figuri de stil, epitete, comparatii si metafore: „Gura lui - 
izvor de munte. / Ochii lui - mure marunte” 1H . Poarta o cusma „de nit brumal', „serpar cu 
amici rosu tesut" de ,,cea mai mandrd fata" 19 din sat si „tundra alba" 20 , obiecte de 
imbracaminte speci lice zonei folclorice a Tarii Motilor. Un portet de o realizare artistica 
deosebita II regasim in poezia Iancu cind o fost ficior. „Iancu cind o fost ficior / Era peana 
codrilor / Si lumina ochilor / Si durerea caselor, / Lacrima izvoarelor / Pe sub poala 
muntilor." 21 . 


12 M. Anton. I. Margineanu, op. cit., p. 108. 

13 1. Georgescu, Avram Iancu. Crampeie din vieata si din vremea lui, Cluj-Napoca, Ed. Napoca Star, 2001, p. 99. 

14 M. Badea, Gh. I. Bodea, op. cit., p. 178. 

15 Ov. BTrlea, I. Serb, op. cit., p. 139. 

16 Ibidem, p. 8. 

17 Ibidem, p. 131. 

18 Ibidem, p. 179. 

19 V. Copilu-Cheatra, R. Felea, op. cit., p. 8. 

20 M. Anton, I. Margineanu, op. cit., p. 75. 

21 Ibidem, p. 107. 
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Imaginatia artistului popular izvorata din profunda admiratie merge Intr-atat meat Ti 
atribuie lui Iancu statutul de demiurg, intreaga natura supunandu-i-se: ..CItu-i bradu brad 
wait / Dintr-un munte-n halalat / Nu-i pe Iancu sa-l intreaca, / Cind isi tipd ochii roata / S- 
apleaca frunzuta toata / Si izvorul numa soapta. / Si se-ntorc cararile /De-i asculta vorbele / 
Ca sd-nciungd vetrele, / Casele, saracele!” 22 

Natura este personificata, aceasta luand parte la durerea poporului, atribuindu-i-se 
astfel calitati specific umane si subliniindu-se putemica legatura a taranului roman cu 
pamantul stramosesc. Elemente ale cadrului natural iau parte la suferinta lui Iancu: ,,Plange 
cetina de brad / Plang paraiele din vad, / Plange codru, / Fara modru, / Ca nu este leac pa 
lume, /Pe Iancu sa mi-l imbune.” 23 . Tntr-un alt cantec se arata faptul ca „Codrul si cu apele, / 
Furcile si coasele / I-o ajutat pe romani / Sci-i alunge pe stapani ” 24 sau ca bun prieten al 
motului la durere este codrul: „N-am pe lume nimic drag, / Numai crenguta de fag, / Ca-mi 
alina al meu dor / Si nu md lasa sa mor" 25 . Alt text surprinde grija muntilor si a codrilor 
legata de o nemaivazuta mobilizare de oameni: „Muntii si codrii se-ntreaba / Unde merg 
modi gramada, / Pregatiti ca la par add? ... Le-o raspuns un cue cu drag: / Nu va fie cu 
mirare, /Merg la Blaj ca-i adunare.” 26 

Vietuitoarele naturii sunt si ele personificate si se alatura oamenilor hotarati sa-si 
dobandeasca dreptatea. Studiindu-se continutul textelor, se observa prezenta mai multor 
Inaripate: cucul, cateva pasari oarecare, carora nu li se precizeaza specia, mierla, soimul. 
Versurile ce deschid antologia de Cantece si traditii populare despre Horea si Avram Iancu 27 
consideram a fi semnificative pentru a evidentia implicatiile simbolice ale umanizarii 
necuvantatoarelor: „Cantd cucu-n munti de brad, / Si prin codrii cei de fag. / Uita-te, Iancule 
drag, / La mod ca is tot iobagi Cucul este simbol al trezirii poporului din „somnul cel de 
moarte”, pasarea fiind mesager al primaverii, al trezirii naturii la viata. Interpretarea primeste 
sensuri mai profunde daca avem In vedere faptul ca aceasta pasare Isi cloceste ouale In cuibul 
altor pasari, fiind astfel un simbol al lenii sau, mai mult al parazitismului 28 . Si nu sunt oare 
niste paraziti nobilii maghiari? Tn alta creatie, cucul este pasare-mesager intre Iancu si 
mandruta lui: ,,Mai puiutu cucului, / Du-te spune Iancului / Ca md use de dragul lui. / Mai 
puiutu cucitii, / Du-te, spune-i mandrutii / Ca la ea nu pot vini / Orisicit de dor mi-o fiP 29 0 
alta pasare poarta vesti din tirnpul luptei, neprecizandu-se carei specii li apartine: ,,Pe la noi, 
pe la Albac, / Toate pasarile tac, /Numai una ciripeste / Si motilor le vesteste, / Ca Iancu e la 
Cimpeni. ” 30 , iar o ,,pasare cu pene sure” este trimisa la Imparat sa-i faca cunoscuta suferinta 
motilor: ..Pasare cu pene sure, / Du-te, iute, din padure, / Du-te la-mparat si-i spune, / Cite 
patimim pe lume.” 31 Zborul pasarilor este aici simbol al relatiilor dintre oameni, usurinta cu 
care mesajele pot fi transmise prin intermediul pasarilor este motivul pentru care creatorul 
popular le-a introdus In textele sale. 


22 Ibidem, p. 80. 

23 V. Copilu-Cheatra, R. Felea, op. cit., p. 32. 

24 Ibidem, p. 63. 

25 Ibidem, p. 59. 

26 M. Anton, I. Margineanu, op. cit., p. 131. 

27 M. Anton, I. Margineanu, op. cit. 

28 J. Chevalier, A. Gheerbrant, Dictionar de simboluri, vol. 1, p. 406. 

29 M. Anton, I. Margineanu, op. cit., p. 73. 

30 V. Copilu-Cheatra, R. Felea, op. cit., p. 63. 

31 Ibidem, p. 79. 
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Soimul, pasare maiestuoasa ce zboara In Inaltimile vazduhului si scruteaza cu agera-i 
privire lumea de jos, subliniaza aspiratia spre libertate In textul liric Jos, la talpa bradului 32 in 
care, prin personificarc, pasarea devine confident si prieten al eroului. Plangandu-si durerea 
cea mare a sufletului sau, iobagia neamului, soimul li ofera un mijloc de a-i alina suferinta, sa- 
1 duca intr-o calatorie prin vazduh, sa admire frumusetea lumii si astfel sa-si uite necazurile. 
Iancu refuza, deoarece durerea poporului este si durerea lui, iar el este cel chemat sa gaseasca 
calea de alinare a suferintei oamenilor. Semnificatii deosebite ne ofera replica finala a eroului: 
„Soimulet duios la grai, / Fiecare cu-al sau trai, / Tu ai aripi zburdtoare, / Ca sa te inalti la 
soare. / Rosturile mele sunt / Sa ma lupt pe-al meu pamdnt, / Pentru dreptul natiei sfant/' 33 . 
Statutul de iobag, de rob al unui stapan, pune lanturi grele pe trupul omului, impiedicandu-1 sa 
se ridice spre soare, spre nemarginire, spre libertate. 

Mierla, pasare cantatoare ce traieste In padurile alpine, de bradet, este pasarea ce 
poarta semnificatiile nemuririi sufletului. Ilustrativa este in acest sens poezia Cmta mierla 
printre peri 34 . Vestile pe care mierla le va purta prin cantecul ei sunt vesti de moarte. Iancu s- 
a asezat In mormant alaturi de prietenii de arme, dar numele lui se va Inscrie cu litere de aur 
pe crucea mortuara dupa cum se arata In Cmtecul Iancului 35 . 

Analizand implicatiile simbolice ale pasarilor in cantecele despre Avram Iancu, o 
concluzie cel putin interesanta iese in evidenta. Dobandind aptitudini vizionare si profetice, 
pasarile marcheaza etapele fundamentale ale unei revolte: cauzele luptei, Inceperea bataliei, 
desfasurarea si urmarile acesteia. Astfel, soimul sugereaza aspiratia spre libertate, cucul este 
cel care trezeste poporul la desteptare nationala, o pasare oarecare este purtatoare de vesti din 
timpul bataliei, iar mierla este cea care se Ingrijeste ca numele eroului ce a luptat pentru 
eliberarea din iobagie a neamului sau sa nu fie uitat. 

Drumul cuceririi drepturilor si libertatilor furate seamana, In conceptia populara, cu 
cel al unui erou din basmele populare romanesti. Asemanarile cu basmul popular se vor opri 
insa inainte de sfarsitul povestii, deoarece nu vom regasi acel final fericit in care binele 
invinge raul, eroul nefiind rasplatit pentru vrednicia sa si nefiind recompensat pentru binele 
adus. Sa urmarim Insa firul povestii. Eroul pleaca din casa parinteasca In lume, ca sa faca 
dreptate. El, fiul cel mic al judelui din Vidra, devine izbavitor al poporului: „Frunza verde-o 
viorea, / Cine trece colnicea? /Nu stiu daca-i floare / Ori soare rasare, / Ori Iancu pe cal 
calare. / Iancu, tinerel fecior, / Craisoru muntilor, / Mmtuirea motilor, / Spaimintarea railor, 
/ Mingiierea mamelor, / Dragostea copi/elor.’’’ 36 , personificare a mitului Soare lui, avand toate 
atributele acestuia: e tanar, e frumos, e voinic, are parul de aur, purtand insemnele specifice: 
sabia, fluierul, calul inaripat si cornul. Sabia lui, personificata, ii confera o putere deosebita 
asupra dusmanilor. In unele variante, apare ideea ca Iancu foloseste si buzduganul In lupta, 
manuindu-1 cu o pricepere deosebita. Lupta se duce Impotriva vrajmasilor unguri si reprezinta 
razboiul simbolic cu fortele intunericului. Calul, ajutorul voinicului in lupta, este „un murg 
alb si inspumat / Ca un vultur aripat ” 37 care „zboara si necheaza’\ este un cal de poveste, cu 
atribute supranaturale, care merge „din copite scmteind, /Sipe gura foe tipind' 3% . 


32 M. Anton, I. Margineanu, op. cit., p. 119. 

33 Ibidem, p. 120. 

34 Ibidem, p. 46. 

35 Ibidem, p. 86. 

36 M. Anton, I. Margineanu, op. cit., p. 117. 

37 Ibidem, p. 99. 

38 Ibidem, p. 164. 
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Chemarea la lupta se face prin suflarea din corn, comul fiind simbol al puterii: „Cand 
suna Iancu din corn / Rdsuna Ardealul tot; / Cdnd suna din corn de-aluna / Tot Ardealul de 
aduna .” 39 . Acestei chemari li raspunde intreg Ardealul: „Feciorasilor voinici / hai la lupta, 
mari si mici, / Ca nu-i timp de asteptat / Cand in tara dusmani bat .” 40 . Oastea Iancului este 
formata din mii de oameni, tarani, tineri si batrani, ce intra vitejeste in lupta pentru a-si apara 
tara. 

Izvorat fiind din conceptia crestina, ritualul de purificare a trupului Inainte de plecarea 
la lupta nu lipseste, deoarece este un factor ce poate influenta soarta unei batalii: „Iancu, 
tinerel baiat / De cu zori mi s-o sculat / Si pe fata s-o spalat, / Strai curat o imbracat, / 
Mindru cal o-ncalecat / Si departe mi-o plecat.” 41 . Ti urmeaza acesteia, evident si rugaciunea 
de ajutor adresata lui Dumnezeu: „De trei zile, de trei nopti / Cint-o suta de preoti / Si se 
roaga si se-nchind / Pentru tabara romana ,” 42 

Fortele antagonice, fortele raului, ale intunericului, sunt „domnii”, adica nobilimea 
maghiara. Rautatea, minciuna, teroarea, violenta si nedreptatea trebuie Maturate. Ceasul 
raMelii a sosit. Boieroaicele unguresti sunt aspru criticate: „Doamnele, cocoanele, / Sa 
descalte ghetele, / Sa-ncalte opincile, / Sa-si traga manusile, / Si sa tese pinzele / Tot ca si 
tdranele .” 43 

Dintre ,,personajele” lirice antagonice, memoria colectiva i-a retinut pe Kossuth si pe 
Hatvany, conducatori ai ostilor maghiare. Tnainte ca ofensiva armata sa fie inceputa, au loc 
negocieri intre liderii celor doua osti. Cosut, cu semetia specifica tiranilor, li cere lui Iancu sa 
se predea, Insa primeste un raspuns pe masura demnitatii unui viteaz: Nu-s muiere invalita / 
Sa-mi fie de unguri fried ” 44 . Tratativele fiind fara succes, confruntarea armata este inevitabila. 

Tnsa Iancu nu e singur. Prefectii si tribunii poporului sunt alaturi de el: Sirnion 
Barnutiu, Axente Sever, Timotei Cipariu. Se aduna la Blaj pentru a intocmi planul de batalie: 
„Striga Barnutiu din Sibiu / Ca Ardealul nu-i pustiu. / Iancu vine de la munte / Cu-a lui mod 
si el in frunte. / Si Axente de la ses, / Cu taranii, pe ales. / Iar Cipariu din Panade / Spune 
dreptate se cade. / Tod la Blaj s-au adunat / Iobdgia-au desfiintat.” 45 . Sansele de victorie vor 
fi mult mai mari daca armata romana ar primi ajutor de la hnparat: „Buit-o unguru-n tara, / 
Da l-o scoate Iancu iar a / Numa pina-n primavara, / De-i ajuta neamtu iar a / Si muscu a 
doua oar a” 46 . Tnsa Iancu se bazeaza cel mai mult pe fortareata naturala a muntilor Apuseni, 
cunoaste toate cararile muntilor, padurile si izvoarele si stie ca avantajul acesta ii va ajuta la 
obtinerea victoriei: „Cu noi tin padurile, /Muntii si izvoarele. / Fiecare brad din munte, / Este 
un ostas de frunte. /Fiecare pietricea, / E-un ostas in oastea mea." 41 . 

Extensiunea toponimica oglindeste aria de larga participare a tarilor si regiunilor 
romanesti. Astfel, remarcam ca este pomenit adeseori si numele colonelului Urban. Este vorba 
despre Carol Urban, cel care a participat la prima campanie impotriva ungurilor in calitate de 
comandant al regimentului romanesc din Nasaud. 


39 P. Galea, Iancule, dorule... (Culegere Tnchinata comemorarii Centenarului mortii lui Avram Iancu), Arad, Comitetul de 
culture si educatie socialista al judetului Arad, 1972, p. 32-33. 

40 M. Anton, I. Margineanu, op. cit., p. 137. 

41 Ibidem, p. 79. 

42 V. Copilu-Cheatra, R. Felea, op. cit., p. 11. 

43 Ov. BTrlea, I. Serb, op. cit., p. 144. 

44 Ibidem, p. 123. 

45 M. Anton, I. Margineanu, op. cit., p. 143. 

46 Ov. BTrlea, I. Serb, op. cit., p. 164. 

47 V. Copilu-Cheatra, R. Felea, op. cit., p. 74. 
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Vitejia armatei romanesti ce a pornit la lupta „pe drumul Clujului” (In alte variante 
„pe drumul Feleacului”) ori „pe drumul Hategului” este prilej de mandrie pentru creatorul 
popular: „Sede Iancu pe fantana / Cu pusca plina in mind, / Nu stiu plina-i sau ii goala, / 
Ungurii fug de se-omoara. / Iancu sede, mined nuci, / Domnii fug far a papuci." A% caci „cu 
lancu-alaturea, /Nu se teme nimenea” 49 . 

Un episod In care nobilii maghiari din Turda fac o incercare disperata de salvare din 
mainile vitejilor romani, Incercand, fara success, sa-1 mituiasca pe Iancu, este des evocata In 
cantecul popular: ,,- Iancule, maria-ta, /Lasa Turda, n-o prada, / Ca ce-i cere noi ti-om da, / 
Si ti-om da bani cu mierta / Aurul cu ferdela!" 50 . 

Dar tinta cea mai importanta a atacurilor oastei romane este Clujul, sediu al Dietei 
Transilvaniei, dieta ostila cauzei romanilor si centra al nobilimii maghiare. Iancu mdeamna: 
„- Haidati, feciori, dupa mine, / Sd luam tunuri de fag, / Sd tunam in Cluj cu drag; ... Sd 
tunam in prunisori, / Sd taiem in domnisori.” 51 . 

Victoriile armatei romane nu se lasa asteptate. Generalul Puchner, un alt comandant al 
ostirii maghiare din timpul revolutiei pasoptiste, este surprins In momentul In care acesta 
pleaca din tara, Infrant: ,,Auzil-am, auzit, / Ca craiu Puchner o fugit” 52 . Martor al vitejiei 
ostenilor a fost Muresul: „- Mures, Mures, apa lata, / Ce vii asa turburata / Si cu singe- 
amestecata? /Ma turbura ungurii / Ce-i batura rominii. ” 53 

Luptele sunt grele, jertfele nenumarate. Pamantul tarii este sfintit de trupurile 
ostenilor, morti pentru libertate. Izvoarele au fost martore ale mclestarii razboinice si vor jeli 
vesnic, In sopotul lor nelntrerapt, sangele vitejilor. Revolutia se Incheie, dar urmarile 
favorabile poporului se lasa asteptate. Iancu crede pana In ultima clipa ca Imparatul Isi va tine 
cuvantul dat. Nu se va mtampla cum a sperat el, astfel ca mania poporului se revarsa ca un 
suvoi si II blestema pe Imparatul mincinos, dorind ca raul sa fie rasplatit cu rau: „Pasare cu 
pene sure ... Du-te la-mparat si-i spune, / Cite patimim in lume. / Spune-i, verde, ca-l urim / 
Si din inima dorim, /Sa-i dea, Domnul, ce ne-o dat /De cand rau ne-o suparat, / Ca pe Iancu, 
l-o mintit / Si pc noi ne-o oropsit.” 54 . Iancu se afla astfel In ipostaza eului zdrobit de teroarea a 
doua natiuni „privilegiate”, Ingenuncheat de nerecunostinta si de calcarea cuvantului dat de o 
fata imparateasca. 

Pe Iancu II caracteriza si o deosebita sensibilitate artistica, talentul sau de a canta din 
fluier pastrandu-se pana azi In memoria motilor. Viata lui de dupa Incetarea revolutiei este o 
viata de peregrin, de om ratacitor prin asezarile romanesti din Tara Motilor si din Tara 
Zarandului. Durerea din sufletul sau de a nu fi obtinut libertatea pentru care se jertfise se 
revarsa Intr-o cantare ce o canta atat din gura si din fluier: ,.Pan ’ fu Iancu la domnie, / 
Mincam pita ca-n Cimpie, / De cind Iancu s-o lasat, / Iar mincam malai uscat. ,,5S . Tnsa 
destinul este implacabil, soarta omului a fost pecetluita de divinitate: „Frunzulita ruptd-n 
sapte, / Om ca Iancu n-are moarte. / C-asa i-o fost scris in carte: / Sd traiasca si sa-ndure / 
Ca sipiatra din pddure. ” 56 . 


48 Ov. BTrlea, I. Serb, op. cit., p. 148. 

49 V. Copilu-Cheatra, R. Felea, op. cit., p. 66. 

50 Ibidem, p. 137. 

51 Ibidem, p. 134. 

52 Ibidem, p. 175. 

53 Ibidem, p. 167. 

54 V. Copilu-Cheatra, R. Felea, op. cit., p. 78. 

55 Ov. BTrlea, I. Serb, op. cit., p. 183. 

56 M. Anton, I. Margineanu, op. cit., p. 175. 
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Moartea lui Iancu este un moment de durere pentru intreaga Transilvanie: „Din 
Cimpeni pina-n Abrud /Numa tulnice s-aud. / Cit ii pe-Aries la vale /Numa dangate de jale / 
Vestind trista-nmormantare .” 57 . 

Rememorarea continua a faptelor lui Iancu In creatia populara a fost si mijloc de 
exprimare a nemultumirii pentru situatia si mai grea a romanilor transilvaneni de dupa 
revolutie. Perioada revolutiei a fost considerate o perioada de libertate nationals, Iancu fund 
craiul romanilor, insa dupa Incetarea acesteia a urmat o si mai neagra perioada, asuprirea 
straina s-a intensificat, poporul ajungand in pragul mizeriei si al disperarii. Astfel, nu e de 
mirare ca un om ca Iancu va ramane vesnic in sufletul poporului ca model de patriotism, 
indemnandu-ne: „Cit traim pe-acest pamant / Noi tara sa ne-o iubim / Si cu toti uniti sa 
//m.” 58 . 

Din cele prezentate aici se poate observa cum poezia lirica populara surprinde 
popularitatea lui Avram Iancu, imagine ce pomeste de la adevarul biografic si de la cel 
evenimential istoric si care este permanent imbogatita prin mijloace artistice specifice, 
conturandu-se portetul unui Iancu exemplar, a unui Iancu fara pereche ce va ramane vesnic in 
constiinta populara. 
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THE PHILOSOPHY OF CREANGA 


Dan Patrascu, PhD 

"Mihai Eminescu" National College, Buzau 


Abstract: In Ion Creanga's work we can talk about a philosophical system which increases the 
meanings of his literary texts. In general, it has been talked about the literary value of his work, about 
the nuances of his texts, but rarely or not at all about the profound meditation, about the meanings of 
human existence, about the man subjected to the destiny, about the tragic behind the Homeric laugh or 
about happiness, in the aspect of the recovered universe of the childhood, about the absurd universe 
which goes from foolishness to malefic or grotesque, about accomplishmen t and failure, about grace 
and beauty. Creanga’s work is a compendium about humanity’s values transposed into an impressive 
epic approach. 

Keywords: philosophy, epic, destiny, absurd, happiness 


In opera lui Ion Creanga se poate vorbi despre un sistem filozofic care potenteaza 
sensurile textelor sale, in general s-a vorbit despre valoarea literara a operei, despre nuantele 
simbolice ale textelor sale, dar rar sau deloc despre meditatia asupra sensurilor existentei 
umane, despre omul supus destinului, despre tragismul din spatele rasului homeric sau despre 
fericire in ipostaza universului recuperat al copilariei, despre universul absurd care merge de 
la prostie la malefic sau grotesc, despre implinire si esec, despre gratie si frumusete, elemente 
care completeaza. Opera lui Creanga este un compendiu despre valorile umanitatii transpuse 
intr-un impresionant demers epic. 

Efortul de a scrie a lui Creanga este dublat de o anumita atitudine filozofica, atitudine 
care se dezvaluie in gesturile scriiturii, in dedublarea ganditorului in (csatura narativa a 
textului sau transpare uneori in afirmapi care exprima limpede viziunea despre cxistcnta. 
„Omul e dator sa incerce” este o formula care exprima plenar modul de a gandi cxistcnta 
umana in general, dar si o posibila raportare la felul in care ia na§tere opera scriitorului, stiind 
find faptul ca scrisul a insemnat mereu o mare provocare pentru Creanga, efortul de a scrie 
(la propriu) fiind amplu evocat de contemporanii sai. Scrisul lui Creanga, pus cel mai adesea 
sub semnul cautarii unei formule estetice originale pentru a se demonstra ca nu este un 
„scriitor poporal” merita mai mult, in sensul in care nu doar literaritatea (stralucita de altfel) a 
textelor este interesanta ci si tesatura lor ideatica. Textele lui Creanga contin (aproape toate) 
fie consideratii directe ale unui narator contemplativ-meditativ, fie proverbe care sintetizeaza 
ideatic epicul. Cugetarile scriitorului, puse cel mai adesea in relatie cu intelepciunea 
(filozofia) populara, sunt rezultatul unei modalitati proprii de a vedea lumea. Si lumea exista - 
pare a spune Creanga - pentru a fi povestita. Or, tocmai prin faptul de a fi prezent in opera, de 
a se ipostazia intr-o voce, Creanga devine o con§tiin(a a existentei umane, a felurilor multiple 
in care umanitatea se manifests, iar forma cea mai inalta de manifestare este gandirea. 
Dincolo de gcsticulapa histrionica a omului Creanga se poate intrezari predispozitia catre 
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rcflectic, uneori bine ascunsS in adancimea epicului. I. Ncgoi(cscu, vorbind despre inclinapa 
cStre estetism a lui CreangS, remarcS: „Dar vina lui CreangS - dacS vinS §i nu fatalitate este - 
constS in imprejurarea cS el a apSsat numai pe coarda plScerii. OricatS valoare ar avea un text 
de interpretat, care define calitatea de a se interpreta pe sine, insumandu-§i interpretul, 
autarhia aceasta valoricS denotS o sSrScie spirituals indiscutabilS” 1 . §i sub acest aspect, 
criticul il comparS pe Creanga cu...Mateiu Caragiale, „ambii mizand pe fdologie, pe valorile 
de expresie ale prozei romane§ti, pe poezia prozei §i, ca atare, ambii intraductibili”. I. 
Ncgoitcscu asaza a§adar estetismul accentuat al povestitorului in opozi|ie cu spiritualitatea 
acestuia, ca si cum cele douS concepte s-ar exclude. Mai mult, „umilitatea spirituals” a lui 
Creanga ar proveni dintr-o atitudine de „situare sub estetic a unui estet”. ConsiderSm ca 
umilitatea sub semnul cSreia se plaseazS omul Creanga este mai degrabS o atitudine 
existentialS decat una esteticS. Nici nu se putea altfel la un scriitor a cSrui biografie coincide 
cu felul in care se transpune in text ( Amintiri din copilarie). Iar felul in care se organizeazS 
e§afodajul ideatic in Povestea lui Harap-Alb nu denota deloc pu(inState spirituals, dimpotrivS. 
In acest manual despre implinirea umanS sub toate formele ei, se gSsesc cele mai multe 
dovezi ale unei filozofii proprii, transferate (cum altfel?) la nivelul unui epic dominat de 
prczcn(a ubicuS a naratorului. CreangS se dezvSluie aici ca ipostazS narativS a lui Baltasar 
Gracian din Oracolul manual §i arta pruden{ei. La fel ca in acest celebru manual aforistic se 
disting cugetSri despre felul in care trebuie sS se comporte cel care vrea sS se dcsSvarscascS 
spiritual. Sensurile umanitSpi sunt filtrate din perspectiva unui moralist, naratorul §i 
personajele pe care le construie§te stau sub semnul in(clcpciunii. Astfel, tanSrul ii rSspunde 
tatSlui care se arSta circumspect din cauza dezamSgirii pe care i-au provocat-o fra(ii lui: 

„ — Apoi dS, tatS, omul e dator sS se incerce. Am sS pornesc si eu intr-un noroc si cum a da 
Dumnezeu! Numai, te rog, dS-mi calul, armele si hainele cu care ai fost d-ta mire, ca sS mS 
pot duce” 2 . Datoria de a incerca reprezintS una dintre marile provocSri ale fiintei. De aici, 
deducem cS sensul drumului nu poate fi decat ascendent, pus sub semnul „intru norocului” §i 
a lui Dumnezeu. Vorbind despre „metafora” drumului, George Munteanu considers cS „Nu 
incidental drumul eroilor din basme, al lui FSt-Frumos, e circular (in sensul implinirii), pe 
cand drumul din scrierile posthomerice e nu o datS sinuos, fSrS nici o randuialS, labirintic, iar 
cand e rectiliniu nu cunoastc capSt, implinire deplinS 3 ”. Pe acest drum labirintic, eroul 
cunoastc frica, dezamSgirea, chiar dorinta de a sfar§i cum se confeseazS calului: „— Se vede 
cS m-a nSscut mama intr-un ceas rSu, sau nu stiu cum sS mai zic, ca sS nu gresesc inaintea lui 
Dumnezeu. MS pricep eu tare bine ce ar trebui sS fac, ca sS se curme odatS toate aceste. Dar 
m-am deprins a tarai dupS mine o viatS ticSloasS. Vorba ceea: <SS nu dea Dumnezeu omului 
cat poate el suferi>” 4 . Sugestia unei sinucideri este aici surprinzStoare pentru un text care 
indeobstc a fost citit sub auspiciile scninStSpi §i optimismului. Unde se terminS jelania eroului 
§i unde se aude vocea plinS a naratorului? Poate in rSspunsul calului, magistral prin 
acumularea argumentelor, pus sub semnul luciditS(ii si ra(iunii senine: „— StSpane, zise 
atunci calul, nechezand cu infocare, nu te mai olicSi atata! DupS vreme rea, a fi el vreodatS si 
senin. Dac'ar sta cineva sS-si facS seamS de toate cele, cum chitesti d-ta, apoi atunci ar trebui 
sS vezi tot oameni morti pe toate cSrSrile... Nu fi asa de nerSbdStor! De unde stii cS nu s-or 
schimba lucrurile in bine si pentru d-ta? Omul e dator sS se lupte cat a putea cu valurile vietii, 


1 Negoitescu, I., Istoria literaturii romane, Editura Minerva, Bucure§ti, 1991, p. 112. 

2 Creanga, Ion, Povestea lui Harap-Alb, in Povepi, Amintiri, Povestiri, Editura Minerva, Bucure§ti, 1975, p. 86. 

3 Munteanu George, apud Scarlat, Mircea, Posteritatea lui Creanga, Editura Cartea Romaneasca, 1989, p. 103. 

4 Idem, pp. 106-107. 
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caci stii ca este o vorba: <Nu aduce anul ce aduce ceasul>. Cand sunt zile si noroc, treci prin 
apa si prin foe si din toate scapi nevatamat” 5 . O astfel de rasturnare de viziune se poate 
observa §i in Amintiri din copilarie: „[...] caci sprintar §i insclator este gandul omului, pe ale 
caruia aripi te poarta dorul necontenit §i nu te lasa in pace pana nu te baga in mormant! Insa 
vai de omul care se ia pe ganduri! Uite cum te trage pe furi§ apa la adanc, §i din veselia cea 
mai mare cazi deodata in uracioasa intristare! Hai mai bine despre copilarie sa povestim, caci 
ea singura este vesela si nevinovata. Si, drept vorbind, acesta-i adevarul” 6 . De altfel, metafora 
drumului incheie Amintirile din copilarie §i simbolic opera lui Creanga. 

A astepta, a avea rabdare, sunt constantele filozofiei morale a lui Creanga. lata aceeasi 
idee exprimata la Gracian astfel: „A §ti sa intrepi astcplarca: trebuie sa o alimentezi necurmat: 
multul fagaduiasca mai mult, §i cea mai buna fapta fie maz pentru §i mai bune. Nu miza totul 
de la prima mana: mare §tiin|a e sa §tii a-|i dramui foficlc, in jtiinta, si a-p grabi triumful” 7 . 
Aventurile eroului trebuie puse sub semnul unei filozofii epice a naratorului care desfasoara 
gradat faptele, in virtutea izbanzii celui ales pentru desavarsire. Nirnic nu este in plus, citatul 
ilustrativ insoteste permanent o scriitura pusa sub semnul unei demonstratii simbolice: „Dar 
iar ma intorc si zic: mai stii cum vine vremea? Lumea asta e pe dos, toate rnerg cu capu-n jos; 
putini suie, multi coboara, unul macina la moara. S-apoi acel unul are atunci in mana si 
painea, si cutitul si taie de unde vrea si cat ii place, tu te uiti si n-ai ce-i face. Vorba ceea: 
<Cine poate oase roade; cine nu, nici came moale>” 8 . Acel unu, principiu al intregului poate 
intemeia o lume. §i in acest sens, imaginea este pregnanta: intemeietorul are libertatea deplina 
asupra a ceea ce creeaza. Cine nu indraznestc, cine nu are con(itiinta datoriei de a incerca 
ramane un simplu spectator: „tu te uip §i n-ai ce face”. 

Raul si binele, principii antinomice ale lumii sunt integrate in acest univers construit 
dupa tipare eterne: „Harap-Alb, mergi sanatos! De-am fost rai, tu ni-i ierta, caci si raul 
cateodata prinde bine la ceva” 9 . inlelcpciunea este decantata si in astfel de buca(i epice in care 
personajul filozofeaza practic despre raul binefacator : „— Vorba sa fie, stapane, ca tocmeala- 
i gata, zise calul. Nu te teme, stiu eu nazdravanii de ale Spanului; si sa fi vmt, de demult i-as 
fi facut pe obraz, dar lasa-1 sa-si mai joace calul. Ce gandesti? Si unii ca acestia sunt trebuitori 
pe lume cateodata, pentru ca fac pe oameni sa prinda la minte”... 10 Interesanta este aici 
raportarea la rau ca principiu manifest in lume. E nevoie de rau, mai mult, e nevoie ca el sa fie 
lasat in lume. Si a cunoaste §i a accepta prezen^a raului dezvaluie atitudinea paradoxala, aceea 
ca lasandu-1 sa se reveleze, devine un factor de echilibru, are rol modelator „fac pe oameni sa 
prinda la minte”. Raportarea la Dumnezeu, ca principiu suprem al Binelui este facuta (tot) sub 
semnul protcc(iei fa(a de rau, dezvaluind o data mai mult legatura indestmetibila a celor doua 
principii: „— Zi si d-ta ca ai avut sa tragi un pacat stramosesc. Vorba ceea: <Parintii mananca 
agurida, si fiilor li se strepezesc dintii>. Hai, nu mai sta la ganduri; incaleca pe mine si pune-ti 
nadejdea in Dumnezeu, ca mare-i puterea Lui; nu ne-a lasa el sa suferim indelung. Cum vrei. 
<Ce-i e scris omului in ftunte-i e pus.> Doar' mare-i Cel-de-sus! S-or sfarsi ele si aceste de la 
o vreme” u ... 


5 Idem, p. 107. 

6 Creanga, Ion, Amintiri din copilarie, in Povepi, Amintiri, Povestiri, Editura Minerva, Bucure§ti, 1975, p. 174. 

7 Gracian, Baltasar, Oracolul manual fi arta prudenfei, in Carfile omului desavarfit, Editura Humanitas, Bucure§ti, 1994, p. 
272. 

8 Creanga, Ion, op. cit., p. 114. 

9 Creanga, Ion, op. cit., p. 127. 

10 Creanga, Ion, op. cit., p. 99. 

11 Idem 
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Amintiri din copilarie este o meditatie epica pe tema varstei copilariei. Implicatiile 
filozofice sunt multiple, mergand de la raportarea fiintei mature la trecut, la prima copilarie, la 
adolescent, pana la conturarea starii de fericire. Temporalitatea, vazuta din perspectiva 
succesiunii varstelor este surprinsa Intr-o imagine a unei singure varste, peremptorie in 
intelcgcrea fericirii. Varsta cea fericita devine la Creanga un teritoriu al unei posibilitap epice 
in care aproape ca nu mai conteaza momentele in cronologia lor traita, ci doar ca imagini 
luminoase, definitii epice ale copilariei. In acest text concentrat, poate mai mult ca in toate 
celelalte, razbate incercarea de a intclcgc sufletul uman. Creanga re-compune lumea asa cum 
a cunoscut-o in timpul copilariei. Este un demers care include o anumita ingenuitate si in 
egala masura, for (a epica de a desprinde din uitare fragmente solide, de consistent 
inefabilului copilaresc. Poate ca fericirea ilustreaza cel mai bine filozofia lui Creanga, mai 
ales ca sensul conceptului este ilustrat in Amintiri... cu imaginea arhetipala a cuvantului 
fericire, care ilustreaza etimologic legatura intre mama §i fiu 12 . Iar imaginea care define§te 
aceasta legatura indestructibila sub semnul fericirii este memorabila: „Asa era mama in 
vremea copilariei mele, plina de minunatb, pe cat mi-aduc aminte, si-mi aduc bine aminte, 
caci bratele ei m-au leganat cand ii sugeam tata cea dulce si ma alintam la sanu-i, gangurind si 
uitandu-ma in ochi-i cu drag! Si sange din sangele ei si carne din carnea ei am imprumutat, si 
a vorbi de la dansa am invatat. Iar intelepciunea de la Dumnezeu, cand vine vremea de a 
pricepe omul ce-i bine si ce-i rau” 13 . 

Criticul George Munteanu observa natura cu totul speciala a acestei scrieri, care 
rezoneaza cu biografia agitata a scriitorului: „Amintirile din copilarie s-au iscat din asumarea 
unei „obsesii” cxistcntialc ajunsa la paroxism, nu din incercarea de a se elibera de ea prin nu 
importa ce gen de „sublimare”, de transformare in altceva, de ocolire, de punere a tot felul de 
ziduri dcsparptoarc in fa|a-i ( „otium ul rememorarii celor ce apar cu atat mai placute, cu cat 
le cunoa§tem mai bine ireversibilitatea, gandul la posteritatea nutrita §i prin lasarea de 
memorii „scrise”, experimentarea „artista” a modului cum func^ioncaza masinaria readucerii 
in prezent acelor trecute prin intermediul fluxului - fie §i involuntar al amintirilor)” 14 . Asadar, 
Amintirile reprezinta o asumare cxistcntiala, o eliberare prin intermediul scriiturii de 
conventiile genului memorialistic. Mai mult, in literatura romana si oriunde in lume, 
Amintirile reprezinta un caz aparte in ceea ce privcste legatura indestructibila dintre arta §i 
via|a: „[...] Aici totul e acceptat si trait cu voluptate atotcuprinzatoare. Din asemenea unghi al 
perspectivei globale, intclcgcm cum a reu§it Creanga sa-§i faca din opera, din faptele lui 
indeob§te, o existent firesc-plenitudinara: i§i intrevedea pentru o secunda <viat fara de 
moarte>. Amintirile din copilarie reprezinta, in literatura romana, cea mai de necomparat 
expresie de arta §i a artei ca pe cea mai pe deplin recuperabila boga^e a vie^ii prin create” 15 . 
Pentru criticul Mircea A. Diaconu scrisul are la Creanga o „valoare existentiala”, §i este „un 
spal,iu al refugiului, protector intr-un sens foarte inalt”. De asemenea, se remarca in textul 
Amintirilor „ca in Miorifa, o proiectare utopica a sinelui, o stare de gra(ic, cathartica si 
contemplativa, care, daca nu vizeaza ceea a fost, ci ceea ce va fi, are totu§i puternice 


12 „Radacina indo-europeana a latinescului felix (fericit) este dhe(i), care apare in „femeie”, „fecund”, „fiu” ?i intr-un vechi 
fere (a alapta); aceea§i radacina devine beatus (de unde „beatitudine” ca sinonim al fericirii); etimologia impune astfel 
raportul copil-mama §i condi(ia de a alapta ca imagine simbolica a fericirii.” ( Enciclopedie de filosofie fi ftiinfe socio-umane , 
Editura All-DeAgostini, Bucure§ti, 2007, p. 335). 

13 Creanga, Ion, Amintiri din copilarie, in Pove§ti, Amintiri, Povestiri, Editura Minerva, Bucure§ti, 1975, p. 174. 

14 Munteanu, George, Istoria literaturii romane. Epoca marilor clasici, Editura Didactica §i Pedagogica, Bucure§ti, 1980, p. 
376. 

15 Munteanu, George, op. cit., p. 377. 
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implicapi asupra concretizarii virtualului” 16 . in viziunea criticului, „evenimentele anecdotice” 
funcponcaza ca „metafore narative” iar erudi^ia folclorica reprezinta „semnul unui sine 
supraindividual”. O nuantarc foarte interesanta este facuta in legatura cu faptul ca „plasandu- 
ne pe terenul trairii plenare prin imaginable §i prin recursul la arhetip, tot ceea ce se intampla 
la nivel evenimenpal este masca a dorului, vazut sub aura oximoronica a unui registru tragic 
§i, simultan, luminos” 17 . Amintiri din copilarie propune o ipostaza fericita a lumii, iar 
impresia generata de amintire se pliaza pe o atitudine existentiala fata de lume in ansamblul 
ei. in acest text de maxima maturitate creatoare, in care se simt inflexiunile unei batraneti 
precoce, se poate observa o Weltanschauung, o privire senina, limpede, asupra lumii traite. 
Intr-adevar, evocarea se face sub semnul dorului, impacare a tristetii pierderii definitive a 
fericirii cu bucuria regasirii ei, fie si (doar) sub semnul literaturii. 

Ipostaza a aceleiafi viziunii largi despre lume, rasul lui Creanga este inconfundabil si 
devine element central al operei. Rasul nu este doar conscciiRa, ci §i modalitate de raportare la 
cxistcnta, de dczlan(uirc a fiinbei confruntate cu absurdul. Umorul lui Creanga nu este din 
aceasta perspective doar efect estetic, ci uneori singura posibilitate de depasirc a unui grav 
impas existential, a§a cum se intampla in Amintiri din copilarie. De fapt, la Creanga ruleaza 
permanent in subtext un fundal comic, intuit de cititor, ca un hohot de ras abia stapanit. Pe de 
alta parte, rasul este rafinat, mergand pana la suras plin de subintelesuri (Mo§ Nechifor 
Cofcariul), suras amar ( Capra cu trei iezi), ras plin retinut ( Povestea lui Harap-Alb, Povestea 
lui Stan Pafitul), rasul satisfacut (Soacra cu trei nurori). Rasul este uneori o forma de 
sancponarc hatra a prostiei ( Poveste, Danila Prepeleac). 

in ceea ce priveste filozofia latenta a povestilor si povestirilor, pot fi observate alte 
cateva teme generale. Astfel, in Poveste (Prostia omeneasca) se pleaca de la o situatie 
absurda (femeile care deplang moartea posibila a copilului ucis de un drob de sare, care ar 
putea cadea de pe soba). Taranul lucid este convins ca daca pleaca in lume nu va gasi prosti 
mai mari, dar lasa deschisa posibilitatea unei reveniri in caz contrar: „— Bre! Mulp pro§ti am 
vazut eu in viata mea, dar ca voi n-am mai vazut. Ma.. .due in toata lumea! §i de-oiu gasi mai 
pro§ti decat voi, m-oiu mai intoarce acasa, iar de nu, ba” 18 . Exemplele care sfideaza firescul 
realitatii sunt cu abilitate alese pentru a contura un univers dominat de prostie. Caci nu 
intamplatoare sunt intalnirile, succesiuni ale unui absurd intemeiat pe prostie care devine 
ubicuu. intoarcerea acasa a celui plecat echivaleaza cu recunoasterea unei stari de fapt a lumii: 
„Apoi drumetul se intoarse acasa §i petrecu langa ai sai, pe care-i socoti mai cu duh decat pe 
cei ce vazuse in calatoria sa”. Atitudinea ironica deriva din convingerea din final a 
personajului ca femeile au avut dreptate: „A§a, drumel,ul nostru, mirandu-se §i de aceasta 
mare prostie, zise in sine: <Ma|a tot s-ar fi putut intampla sa deie drobul de sare jos de pe 
hom; dar sa cari soarele in casa cu oborocul, sa arunci nucile in pod cu (apoiul §i sa tragi vaca 
pe sura, la fan, n-am mai gandit>!” 19 

In Danila Prepeleac sensurile axiologice ale lumii par a se inversa. Aici prostia initiala 
se transforma in inteligenta iar raul este in cele din urma pus in slujba binelui. Dracul este 
pacalit, iar Prepeleac triumfa neasteptat. Sirul de pierderi si chiar usuratatea cu care personajul 
se lasa pacalit este - intelegem la inceputul povestii - in legatura cu raul dominator: „—Na-ti- 
o franta, ca ti-am dres-o! Dintr-o pereche de boi de-a mai mare dragul sa te uiti la ei am ramas 


15 Diaconu, Mircea A., Ion Creanga. Nonconformism §i gratuitate. Editura Dacia, Cluj, 2002, p. 147. 

17 Idem, p. 147. 

18 Creanga, Ion, Poveste, in Povepi, Amintiri, Povestiri , Editura Minerva, Bucure§ti, 1975, p. 230. 

19 Creanga, Ion, op. cit., p. 232. 






326 


Iulian Boldea, Cornel Sigmirean (Editors) 

MULTICULTURAL REPRESENTATIONS. Literature and Discourse as Forms of Dialogue 
Arhipelag XXI Press, Tirgu Mures, 2016 
ISBN: 978-606-8624-16-7 
Section: Literature 


c-o punga goala. Mai! mai! mai! mai! Doar stiu ca nu mi-i acum intaiasi data sa merg la drum; 
dar parca dracul mi-a luat mintile!” 20 De altfel, Danila avertizeaza: „—V-oi invata eu pe voi 
sa puneti stapanire pe lucrurile din lume, comoratilor!” 21 §i ceea ce face in continuare Danila 
sta sub semnul acestui nea§teptat gest de revolta, cumulat cu descoperirea treptata a faptului 
ca dracul este prost. Diavolul este astfel asociat prostiei iar raul din lume este cauzat (si) de 
prostia draceasca. Cu orice a fost sau poate ft asociat diavolul, dar, sa recunoastem, asocierea 
cu prostia este cat se poate de surprinzatoare aici, poate si pentru ca in imaginarul comun 
diavolul este mai degraba asociat cu viclenia. Danila ajunge acasa in spatele incornoratului, 
iar acasa copiii ii vin de hac dracului, rezolvare absurd-comica: „Atunci lasa pe copii, ca si 
dracul fuge de dansii. Au tabarat cu totii pe dansul si 1-au schingiuit dupa placul lui Danila. 
S-a inceput dracul a tipa cat ii lua gura; si scapand cu mare greu de mainile lor, harscait si 
stalcit cum era, a lasat si bani si tot si s-a dus pe urlati dupa ceilalti. Iara Danila Prepeleac, 
ncmailiind suparat de nimene si scapand deasupra nevoii, a mancat si a baut si s-a desfatat 
pana la adanci batranete, vazandu-si pe flii fiilor sai imprejurul rnesei sale” 22 . 

Cornel Regman considera ca spre deosebire de celelalte povesti in care apar oameni 
obisnuiti, exceptie facand eroi exotici ca Harap-Alb, Ivan Turbinca sau Fat-Frumos din 
Povestea Porcului, in Povestea unui om lenes „o exceptie monumentala este acel lene§ al 
satului, filozof consecvent la inacjiunii, prezentat in traducere simplificata, chiar prea 
simplificata, pentru uzul obstci, si tot pe in(clcsul ei osandit ca inutil si pagubitor” 23 . De 
asemenea, criticul citeaza o allrmapc pertinenta a lui Vasile Lovinescu din Incantafia 
sangelui : „Realitatea este ca intr-o lume cu totul robita ac(iunii, cum este cazul timpurilor 
noastre, contemplativul apare ca un lene§ §i in(elcptul ca nebun. Nu, nu lcnesul este spanzurat, 
ci contemplativul, pentru ca nu-§i mai are locul, este incompatibil cu o societate in plin delir 
activist. Creanga ne-o spune raspicat, cu tri stc(c subiacenta, o presupun” 24 . 

Cuvantul devine intemeietor la Creanga si scriitorul e pe deplin consticnt de valoarea 
demersului sau artistic. Ilustrativa pentru fort a discursului sau este nuvela Mo§ Nechifor 
Cofcariul 25 . Universul pare cdificat exclusiv din imagini, elemente ale unei modal ital,i proprii 
scriitorului de a intui in gesturilor personajelor, sensuri sensibile ale cxistcntci. S-a spus ca de 
fapt in acest text nu se intampla nimic, totul este doar sugerat. Subs tan (a epica a nuvelei se 
transfera in modul acaparant de a vorbi al lui Nechifor. Personajul, „om vrednic §i de-a pururi 
vesel” aflat la o varsta incerta, pare a 11 o replica fic|ionala a scriitorului insu§i. Batranctca 
„mo§ului” Nechifor este destul de controversata, personajul face caz de varsta, dcsi aflam din 
text ca e insurat de douazeci §i patru de ani, deci nu e tocmai batran, iar intoarcerea acasa este 
de fiecare data o corvoada, iar explicable sunt mai mult decat elocvente: „— Ei, jupanesica 
draga, asta nu se poate spune. Eu, babei mele, ca merge pe douazeci si patru de ani, de cand 
traiesc cu dansa, si ce n-a facut ea si cat nu m-a cihait de cap sa-i spun, si tot nu i-am spus. Si 
ea, din pricina asta are sa moara, cand a muri, de nu i-ar muri multi inainte; ca atunci mi-as 
lua si eu una tinerica, si macar trei zile sa traiesc in ticna cu dansa, cum stiu eu, si apoi sa 
mor! M-am saturat pana-n gat de mucegaiul de baba, ca hojma ma morocaneste si-mi scoate 


20 Creanga, Ion, Danila Prepeleac, in Povesti, Amintiri, Povestiri, Editura Minerva, Bucure§ti, 1975, p. 34. 

21 Creanga, Ion, op. cit., p. 37. 

22 Idem, p. 42. 

23 Regman, Cornel, Ion Creanga. O biografie a operei, Editura Demiurg, 1995, p. 164. 

24 Lovinescu, Vasile, Incantafia sangelui, apud Cornel Regman, op. cit., p. 164. 

25 „Mo§ Nechifor Colcariul este o capodopera. Nuvela-portret, ea realizeaza in buna masura ideea lui Flaubert de a scrie o 
proza fara subiect, existenta §i viabila numai prin stil” (Dumitra Micu - Scurta istorie a literaturii romane, Editura Iriana, 
Bucure§ti, 1994, p. 265). 
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ochii cu cele tinere. Cand gandesc, amaratul de mine, ca am sa ma intorc iar la dansa acasa, 
imi vine sa turbez, sa iau campii, nu altaceva” 26 . Detaliile care construiesc epicul se 
concentreaza pe felul in care Nechifor o seduce pe Malca, folosind puterea de scducpc a 
cuvintelor. Mircea A. Diaconu observa ca: „tema acestui text nu este, cum s-ar putea crede, 
scducpa, ci cuvantul, iar valoarea lui nu este nicidecum data de tainele aventurii erotice ori de 
apropierea liccnposului, pe care-1 savurau junimi§tii, ci de felul in care limbajul instituie 
realitatea, proiectand-o din laten|a in polenta” 27 . Sensurile de adancime ale textului trimit 
catre modul in care se poate distorsiona realitatea cu toata aparenta firescului, dar si la felul in 
care ia nastcre lumea ficliunii. 

Pentru Creanga, lumea in ansamblul manifestarilor ei este un spectacol continuu, iar 
placerea de a-1 transcrie nu e doar estetica pura, ci line de predispozitia geniala de a scruta 
alcatuirea acestei lumii sau altora posibile §i de a intrevedea prin |esatura fina a cuvintelor, 
esenla universului. Este ceea ce am numit, cu un termen sintetizator (speram nu surprinzator), 
filozofia lui Creanga. 

BIBILOGRAPHY 

*** Enciclopedie de filosofie §i §tiinfe socio-umane, Editura All-DeAgostini, 
Bucure§ti, 2007. 

Creanga, Ion, Pove$ti, Amintiri, Povestiri, Editura Minerva, Bucure§ti, 1975. 

Diaconu, Mircea A., Ion Creanga. Nonconformism §i gratuitate, Editura Dacia, Cluj, 

2002 . 

Gracian, Baltasar, Oracolul manual §i arta prudenfei, in Carfile omului desavarpt, 
Editura Humanitas, Bucurcsti, 1994. 

Lovinescu, Vasile, Incantafia sangelui , Institutul European, Ia§i, 1993. 

Micu, Dumitru, Scurta istorie a literaturii romane, Editura Iriana, Bucure§ti, 1994. 
Munteanu, George, Istoria literaturii romane. Epoca marilor clasici, Editura 
Didactica §i Pedagogica, Bucure§ti, 1980. 

Negoilescu, I., Istoria literaturii romane, Editura Minerva, Bucurcsti, 1991. 

Regman, Cornel, Ion Creanga. O biografie a operei, Editura Demiurg, Bucurcsti, 

1995. 

Scarlat, Mircea, Posteritatea lui Creanga, Editura Cartea Romaneasca, 
Bucure§ti,1989. 


26 Creanga, Ion, Mo$ Nechifor Cojcariul, In Povepi, Amintiri, Povestiri, Editura Minerva, Bucure§ti, 1975, p. 242. 

27 Diaconu, Mircea A., Ion Creanga. Nonconformism $i gratuitate , Editura Dacia, Cluj, 2002, p. 92. 





328 


Iulian Boldea, Cornel Sigmirean (Editors) 

MULTICULTURAL REPRESENTATIONS. Literature and Discourse as Forms of Dialogue 
Arhipelag XXI Press, Tirgu Mures, 2016 
ISBN: 978-606-8624-16-7 
Section: Literature 


RELIGIOUS SPEECH - PREMISE METAPHOR OF HUMANITY TO 

HELIADE RADULESCU 


Ana Maria Vlad 

PhD Student, "Dunarea de Jos" University of Galati 


Abstract: The climax Heliade's poetry is Anatolida or Man and Forces (1870) as it proposes an 
original point of view - a vision ontological unprecedented in Romanian literature. Here we 
mythological influences, Asian and European echoes of their own creations, interference bookish, all 
laid over the support layer is epic biblical text. Desire ordering, organizing chaos, anarchy,, which he 
calls imbalance, devolution or Tohu-Bohu is permanent concern of Heliade Radulescu as balance, 
harmony organic whole is a possible need. It is observed by famous political formula that includes 
intellectual „ „ anthem of 1848 -,, I hate tyranny, anarchy afraid! ,„ But also in culture are obser\’ed 
sustained effort to institutionalize the culture Wallachian (in the first half of the nineteenth century!) 
along with its philosophical and literary work. Heliade's Creed is a system that has the basic 
philosophical classic goals of good and truth which are added harmony, attraction, balance, they 
paving the way for an organic structure. In the equilibrium between Antitheses, Issachar or 
Laboratory (1859-1869) meet religious, economic, political, social, cultural and ontological elements 
in wich diferent issues are organize in antithesis . About active-passive principle, the writer 
advocates the need to stay middle path or outcome that can average two components. Radulescu 
Heliade proposes a fundamental doctrine of the Trinity, where this duality asset-liability is canceled 
by the appearance of the third element, which balances the entire effect: ,, For us the balance of the 
whole is good „ (Heliade Radulescu2002: II, 2008). The nostalgia of whole, order and balance 
;elements decrypted by religious, social, cultural, political or philosophical terms, emphasizes 
metaphorical the „ creative intention,, of Heliade Radulescu. 

Keywords: religious literature, religious speech, sacred, bible intertext, metaphor of humanity 


Motto: I understand that it's possible for a man to look to earth and be an atheist but I can not 
understand how he can look to the heavens and say there is no God. 

Abraham Lincoln 


Christian orator is serving the audience and the authority and credibility derives 
from its very size to make known the power of the word of God. It should be noted that 
compared to argumentative discourse that is based on the principle of rationality intellect. 
(Constantin Salavastru, Small Treaty of oratory, University „ Al. I. Cuza, Ia§i, 2010, p. 244 et 
seq.), Religious discourse has a discursive structure that is based on three components: 
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rhetorical, ethical and emotional. Religious discourse is based on a document which revealed 
word is accepted, perceived and interpreted as a final impetus tracing of paths to be followed 
by other community members by covering scriptural teachings. The manifestation of such a 
kind of meta-discourse reflects, on the one hand, the potency of meaning, movement and 
force rhetorical language units and structures belonging to the sacred text (EW Bullinger, 
Figures of Speech in the Bible Explained and Illustrated, London, Messri.Eyre & 
Spottiswoode, Nex York, Messrs E & JBYoung & Co., 1898, 1104). We are interested in 
syntax elements of religious discourse presented in terms of critical analysis and comparison 
of the relevant parts of Anatolida Holy Scripture and on the other hand ,,,, translating biblical 
passages Heliade Radulescu. It is important to follow reception and preserve its style and 
syntax of religious discourse in texts submitted for analysis are similar in terms of rhetoric 
written word but also some specific features that individualizes. Poetry is language 
predilection for manifestations of human religiosity. The human being who is partly religious, 
a priori anchored to the sacred language gives the gift transfiguring poetic language of the 
plan, thus making communication bridge with the sacred. Recall the famous theory of the 
sacred Rudolf Otto, in which poetry and art are referred to the numinous component irrational 
sacred, actually represented by what Liviu Rusu called in Aesthetics lyric poetry, 
supranationalitatea poetry (Liviu Rusu, Aesthetics lyric poetry, Publishing Literature, 
Bucharest, 1969, p. 178). Recall's theory Lucian Blaga metaphor, concept Abbe Bremond 
about poetry and the study's Horia Badescu on sacred poetry that gives judgments favoring 
vocation sacred poetry (Horia Badescu, memory being, poetry and sacred Junimea, Iasi, 2008 
). Poetry is religious when not only by nature but also by moral transmitted sacred manifests 
search. Using as a starting point that religiosity is not religion, but a relative of the man 
structurally category sacred. The poem recounts a philosophical manifestation, when the 
sacred is a metaphysical side of the earthly to the world. When the sacred manifests category - 
Intrupat word, in God the Father presents different religious poetry. Eugen Dorcescu argues 
that poetry makes makes clear reference to religion is religion, and one that expresses the 
connection with the sacred (metaphysics) is humanistic. Finally added a third category of 
poetry that is mystical and religious. It follows from this view that Anatolida can be defined 
as mystical-religious poetry as the archetype belongs to a religious tradition and that is 
formed, organized by reference to the sacred. It is obvious that the way they write Anatolida 
depends on how man evolved relationship with divinity and sacred conception. Moreover God 
is viewed with reservations and revolt. Heliade dares closeness exactly overlap between 
poetry and religion, calling achievement religious literature in a poetic-religious conscience, 
religious base. Orthodoxy contributing greatly to the structural definition of the Romanian 
people. Anatolida is at first glance a religious poetry, discovering the deeper basis of a 
religious discourse that is manifested through INTERTEXT Bible. Each verse transferred to 
this effect in his work as Anatolida express and convey the message of the Bible sacred. 

Return facing God first parents meets the aspiration to sanctity poetry in terms of the 
sinner tired of torment and pain. Revelation is God's intention and desire that meet the 
aesthetic poet how sublime descent into disgrace and scorn the world and as a result, heartfelt 
contrition in umilim(a. Joy searches sacred humanity intercepts way when being directed by 
its composition itself to the world, can not help him seek God earnestly. The temptation was 
conducted by Eva forbidden by tasting the Tree of Knowledge. Fighting first human couple 
goes with it themselves because they feel marginalized contrary to the idea of God is fiercely 
to remain in the faith. The effort for the unification of a consistent relationship with God 
seems to be finalized, but the confrontation with what they have lost, Eden seems to be Adam, 




330 


Iulian Boldea, Cornel Sigmirean (Editors) 

MULTICULTURAL REPRESENTATIONS. Literature and Discourse as Forms of Dialogue 
Arhipelag XXI Press, Tirgu Mures, 2016 
ISBN: 978-606-8624-16-7 
Section: Literature 


Eve and their children a constant challenge. Meet the opera moments of climax in stormy 
budding / spiritual-human transformation of the two men. Portrait of lovers seems sometimes 
static lyrics as poet Heliade brakes stubbornly telling beauty, perfection embodied total 
harmony of the sacred with the profane, light with darkness in Eden refused if decide to 
continue the poem, Eva starting next Adam, realizing the ultimate sin, , In fact, the fall was 
and is a deed / for degraded fu man below and than beef; / and whatever might be the form 
that is transmitted / Invedereaza times-whole happiness / and do culture high as they were 
given names / divine time, fall time d-aur./Ci that's the word deplorable / A1 disaster so 
complete? / Let us hear the answer or great paradox: / for dared to taste the tree of science !!! / 
what have you taste temerariu man dies / From the fruits of science? / issue presents more 
than enigma./Ci, studying the progress of history in hand, / it was like in mystery and find the 
truth. " 

Spiritual path of the two changes after the fall. Dynamic states of anxiety, inner 
anger and pain of mind incracenarea textual marks the limit of endurance humanity carried 
through the lyrics: ,, Following the scripture, we will take it forward / Law archetype of life 
adamiana state / family whole-n representing himself / primitive life ; we say pain / It 
happened after dropping these lights / Like consequences. / She lost Adam Eden, primary 
Fortunately, / man atop progress sung / For all the peoples of the world prophecies antice./Un 
terrible cataclysm, universal fire / It seems that contained, destroyed inheritance / wealth of 
mankind; that cherubimi flames / Sta custody entry, romfeea Lightning / Rota is unfair. There 
was hope: / Hands-hung, palms-ncle§tate, / He leaves man forehead and down to earth ed. / 
And sventurata his wife in tears stay behind him. / With hair disheveled in his great mourning 

II 

Elements coming detailing toil existential endeavor humanity caught in the 
hourglass of time irreversibility part of the lyrics: ,, The fall was and is, but not preursita / 
From the plan of providence, but the fatal-error. / D Needle in ignorance, short fallen man, / 
he made the allegedly beasts of prey, / like birds with pinching or laborand earth / in agony 
and sweat, palms, arm, / the missing Mr. tools to gun wood / and later with stone towards the 
overthrow earth. / Endowed with reason, he builds bower; / Beaver, randurela steals as 
masters / for to build the hut, and other animals / for to CATA dens and hollow earth 
Alberg iarna./Doma to Cavalli, and they pushed ox yoke / D to pull its weight with him 
together / at his harsh tasks. Domestic and birds / Form cattle herds, arranged d of their milk / 
wool and leather, give their offspring. / The beast come-in battle and convincingly often / her 
whole stripping attesting value / And Revest it as a mantle, badge of victory / trophy of his 
fight. " 

The expressive power of artistic images marks the price of reason and spontaneous 
tone cunoasterii.Schimbarilc resorb in a state of peace of mind the primordial couple. Despair 
and revolt are built in knowledge of Good and Evil. 

Anatolida marks the debut of the couple relationship with God Adam, where slender 
metaphorical language has access to the divine. This poem religious perceive that sacred 
mystery, is sought an ineffable state of communion with the sacred in the context of dialogic 
essential existence. Opera presents various stages of relationship the couple primarily with 
God, the situation of lack of communication with the sacredness since Adam and Eve looking 
to recover during fault hiding for a few moments in the relationship with the divine couple 
living for the first time a crisis of recognition will God, they knew the consequences of 
disobedience. The result is error in abandoning their earthly death. No, the final touch with 
Elohim occurs and love, the couple is satisfied that to death, shadow experience of divinity, 
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love achieved through the innocence and purity, the pursuit of sacred, divine towards 
banishing all fears, fears of conscience exists .Drama strong. Intense feelings deep uncertainty 
about the searches do not find spiritual refuge in the privacy of the two, not only because they 
were written to be faithful but also of the need for communication with the sacred:,, The 
much-ntarziere great restlessness, / Adam, Eve, Helia, Azruna by juveniles, / CATA Cain- 
Abel et, and this prostration n / She is ... Oh, show! Parents, children, wife / lament and weep, 
you uproot the head hair / Scream, behold death threshold porch of your / Horrible Grint 
teeth. / Disgraceful Adame, of Patrice parent! / Tears Evo, mothers stramater! / yea whom you 
cry? on Just what trepasa, / Or ucizatorul May Hade than murder / Horrible earthquake, terror, 
repentiri? / For one, as the other, are your dear father filii./Ca ask you, Lord, the parent of 
everything, / who feel more pain and piety: / the son as gentle falls murdered by his brother, / 
or dizgratiatul killing frenzy? / out of line or you ntrec Lord, parents in pain? / better dozens 
of affiliates to any parent / death by the hand (for might vrodata / O such wish), but one Filiu 
Kill brother! / Give, O Lord, your grace -That's where tears and all, / Make peace (the can) 
dizgpapatul soul / Damned himself turmentelor eternal! / AiBi piety, God! Miserere Cain / 
Clement re entirely to sventurata gens, / A's posterity! Redeem the-century n / By ordeal 
waiting by groaning through laboare, / Through thought and labor! Muljeasca the forgiveness 
/ Wherever sin more, deplorable! 7Fiorator show! Table presents / Horrible, full of blood. It's 
wide and stretches / How-whole mankind, past and present, / And in the century relaxed as 
two large figure / What we slowly showing what was and is the man: / When the beast when 
the victim; up one standing / Trembling and fratiricidul Cain is livid; " 

Body-path fruit 

Pain, distress, suffering also mark human being until it acquires different bodily 
characteristics. (Subject to labor the earth, physical). Self undecided - between passion and 
reason Cain pray, sacrifice for the human being disrobed, although the curse of death in the 
human side feels the need to return the original sacred for forgiveness. The final act is for 
Adam and Eve confession human instability between love and hate. The poet invokes the 
killer's personal apocalypse. The angels are reapers bringers of Revelation, the great final 
revelation. Abel is killed when the moment is a neintersectare of the two planes: the sacred 
and human. So God closes heaven and human beings are not permitted no way exaltation, 
remaining secluded in a miserable reality, profane, the killer brother. Heliade marks the 
moment so:,, As of fatality, and since childhood, / a sad awakened Cain gelozie./Cand 
widened brothers, fell n the Cain / A field culture, in order to sweat / A support their life; and 
/ Abel chosen his / Life pastoral herds labora one sporire./In heat by welding heat; / ASPR 
them the palm, curving her body is, / I is nasprea copulating and heart, and cuget./In 
following his flock in the shade, cool / stand watching another heart in peace, / with soul-n 
rest. " 

The state of expectation from parents Cain produce psychosomatic imbalance. The 
poem presents: ,,and then it was daylight, and Abel moves his / To pasture the herd and make 
my way-side n / Dumbravei where Cain had spent noaptea./S-apropie sees him. He slept and 
groaned; / They wonder, is attrista seeing so alone, / thou wilt take in arms, but respect his 
sleep; / sit-in place and dared not move him, to awaken. / hears him and notice him as they 
moan and stir / and that horrible dream tenace./Patruns en prey vrunui youth, Mr. ardor of 
fraternal / stoops and moves it slowly-and his name: / you school, bro, you get up too dilecte. / 
Ca-mpuns frightened Cain rises, and rise / ferocious, as one that troubled en fighting / C a 
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deadly INEM; is bristly hair, / I shall-ncruntase forehead, eyes filled with flames / And the 
furor to face: What! my sons slaves unto you? / In servitude sons, my posterity? / Better 
below despots! Bottom, root / To die tyranny! roaring rushes, / Get angry the club and head 
straight two / Abel who splits. / As lightning down falls gentle, innocent brother, / And in the 
last-i Target Sight rasstraluci clemency, / The love and forgiveness, with a smile on lip-i / 
Fiori him and he spent the off ochii./Se lenge. And the earth heaved included Mr. horror, / 
The blood was flowing orbil defiles him. / Baths Cain, scream, get faster lap / victim what he 
had done; and sees svanturatul, / That was not fantasy, not INEM night / But his brother killed 
himself by his own hand. " 

Between Adam - Eve and God takes place simultaneously upward and one downward 
movement. Abel's soul goes to heaven traditionally popular Orthodox conscience and God 
rebukes Cain deed done: ,, His name, kissed him, move him and his name, / Earthquake 
grabbed and believes that grabbed / On hind a hand and he heard a divine voice voce./Era 
conscience who say: / where is Abel? and where is brother of yours? / What has to respond? I 
do not know! (For I still have / give all knowledge fait accompli.) / Do not know! ... I was 
custodian! / And when they come, in itself, when its made-remember / For most of the 
evening, sinister thoughts / What not let him sleep, horrible dreams / and the ultimate battle to 
defend children / Posterity-whole beasts, slavery, / So desperate cries murder of brother / O 
wretched Cain ! Forgiveness how big / how great God, my sin o-ntrece / And there's hope. 
Opened was the earth / And lips of blood shed by my hand, 

My brother's blood sucked; and reins her / him grabbed earthquake. And to run until today / 
So run fratricizii, so fleeing criminals. Heliade acentueaza guilt guilty.,, 

Chapter III of the present Anatolida: ,, And fear, remorse push him like a tempest / 
What a boat over the waves push lacking helm / s which the pilot is crazy with fear / Do not 
know where flees when rushed to right / left when zbucinat. It seems that the earth / runs 
under his feet. Stood with body, mind, / Down falls, and he thunders wherein brains that 
place; / Ca dead needles stay and stays unconscious. / Pain smart ... and when it comes to his 
mind-n / brother figure, fatal lovitura7Rasuna-NTR her soul; feels like coal / d and full salt- 
reviewed eagerness to him once: / Run and reach the place of sins / And falls over the body 
abandoned him suflet./La his chest tighten, and screamed, lamented , / tears of pain, hot they 
bum order, / streams fall is-ncheaga with innocent blood / E drained with longing as it breaks 
and it tore, / Sughi|ele it drowns, loses his breath, / with hands , head falls on chest adorable / 
May his little brother. triumphantly captures images excruciating pain of Cain. 

Divine in the natural side of human nature, return to the divine essence of the human being to 
the original accuracy are common issues dealt with in Anatolida and balance between theses 
and antitheses .The spiritual ascension path fell into nothingness, ridiculous Adam and Eve. 
Torque spiritual metamorphosis has consequences for humanity until the end of mankind. 
Time grinds man inside the chip brazdandu her unhappiness guilt. The need has dramatic 
consequences on the first spiritual children of the world. Practice of religion is a symbol of 
spiritual ascent towards God, union with Him. 

From conception to death Adam and Eve sense: between doubt and uncertainty 
ecstasy, fear, abandonment heavenly hunger, thirst for God discontent 

In conversation with the sacred elements are interwoven with prayer and glorification tense 
interrogations .In the context of this dialogue the two sides human and divine are captured in 
different ways: obedience, fear, pain, signature, comes acceptare.Dumnezeu and listen. 
Otherwise we can conclude that we have a God of half measure, but one of nemasurii. The 
hypothesis of a God began showing atot§tiitor God Emperor, monarch in Cosmos. The limited 
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power of the word only predicts, suggests the sacred. God is sought not only in word but also 
in every element of nature, the world, in relation to each other in all human consciousness can 
place a cut percepe.Are spiritual specifically oriented towards profane, mundane to where 
God is active , implicat.Unul of the most difficult human feelings is nostalgia Eden aspiration 
to happiness and peace before the fall primordial rascumpararea. Galea happiness and sad 
Edenic ends with expulsion from paradise. Opera can be interpreted as a play, manifesting 
itself in action scenes, paintings, characters, actions, dialogues, monologues. The two biblical 
myths: Adam's fall into sin preceded and occasioned by the beloved angel, Lucifer is related 
to human history. Incipit poem tells the story of the angel without God, what ends 
symmetrical with suffering humanity without God, because the kingdom of the world will 
find a way of saving washing sin by the blood of Jesus Christ. The road is rebuilt temptation 
and fall of man into sin up to the expulsion from Eden after Heliade through his characters 
close to us through the realms of Chaos: Heaven, Hell and Earth. Hell Satan is the fallen 
angels who along with the chief: Beelzebub, Moloch, Beliade, Mamon made the plan a 
heinous war for the throne of God. 

Obedience to God is not an obligation but the amount of Understanding and Reason. 
It raised the relationship of complementarity, cooperation, and Free -arbitrul God's 
omniscience, personal responsibility. 

Heliade weave canvas of impressive dramas soul fierce clashes between temptations. The poet 
exalts in religious language, the human mind investing it with attributes of divinity 

The earth was formless and empty 

Tohu wa-Bohu expression is Earth amorphous state before Divine Word power to 
sort out items. Hebrew expression Tohu wa-Bohu (formless and empty) consists of two nouns 
in conjunction „ and chained. " Tohu, which appears several times by itself can mean 
anything from „ empty" (Jeremiah 4:23) or „ the wilderness "(lov 6: 18). This word is used 
to express vanity „ "idols („ vain" Version) (1 Samuel 12:21), or „ insignificance "(„ 
nothing", NEB) peoples in the eyes of God (Isaiah 40: 17), pleading „ empty "(Isaiah 59: 4 „ 
vanities", NEB). 

The second word, Bohu, appears only twice in the rest of Scripture and has the sense 
of desolation „ "and „ destruction" as a result of the judgment of God (Isaiah 34:11; Jeremiah 
4:23). In Genesis 1, in the context of the work of creation, expression tohu wa-Bohu refers to 
amorphous material before order that brought her word. I chant of Anatolida called Tohu- 
Bohu, and Representative lyrics are: „ High, above the heavens, the place of immortality, / In 
holy atmosphere of living light, / From whence emanates life and happiness River / ADAP 
cools heavenly fields, / And the spirit of agape drizzling ambrosia / And nmargarita bcatitu(i 
eternal plains, / to-increase-haritatea, angelica strength / of which emanate peace, divine 
virtues; " 

Elements appear divinity „ feeling beings with all of sight / Contemplate the wonder 
p-eternal Jehovah, / In the great panhymniu the holy preveghere / whole infinite resound: 
"Hosanna!" / P-same throne, yeah right prescience born / in Sanu-etemity, De Angeli unseen, 
/ Eternal Son was with Pater do being, / As endless and he started. " 


Days of creation 
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Word ,, day "week of creation, constantly appears in the singular (in verse 14 days 
U.P. have a different function). Moreover it is significant that the term „ day "as a noun 
appears in Genesis lintotdeauna simple without prepositions, suffixes and other particles. On 
the other hand, the day of Creation is always accompanied by a numeral: the first day „ ",, 
day" etc. When the Bible in a historical report uses the word „ day "in combination with a 
numeral, always refers to an ordinary day, ie on the first day ,," ,, in the day "(Numbers 7: 12- 
78; 29: 1-35). 

Unique expression ,, and there was evening and there was morning "always precedes mention 
of the days of Creation. (Genesis 1: 5, 8,13,19,23,31). This expression provides a temporal 
boundary implies the existence of a day consists of 24 hours. 

And other biblical texts read in the same way - literal- days of Creation. For 
example the fourth commandment contains the phrase: „ For in six days God made heaven 
and earth, the sea and everything in them, and the seventh day was refreshed "(Exodus 20: 9). 
And in Exodus 31:17, the Jews were told to celebrate the Sabbath following reason: ,, For in 
six days God made heaven and earth, and on the seventh day he rested and was refreshed. "In 
both texts, human beings They are urged to follow the example of Gods and rest on the 
seventh day. 

These are the heavens and the earth when they were created .... For the Lord 
God had not sent rain upon the earth and there was no man to till the ground. But went 
up a mist from the earth and watered the whole face of the earth. (Genesis 2: 4-6) 

It is important to note that the man whose leaven is mentioned inGeneza 1: 26-30, 
was not meant to work the land. Rather, he must master ,, fish of the sea, over the birds of the 
air and over every living thing that moves on the earth ". Still, i's were given as food ,, every 
herb bearing seed, which is upon the face of the whole earth and every tree that has fruit with 
seed in it. Not remember anything about nutrition resulting from working the land. 

A man's land does not appear on stage until the fall of Adam. Then, because of sin, is told 
Adam: „ Cursed is the ground for thy sake! In sorrow shalt thou eat of it all the days of thy 
life. "(Gen.3: 17b). Thus, like the grass of the field ,, „ from Genesis 2: 5 ,, man's land "does 
not come into existence until the fall as a direct result of sin. Therefore, Genesis 2: 5b not say 
that there is still no man after Mr made the earth and the heavens. On the contrary, he asserts 
that there is still no sinner (ie one who had to work the land to get food). Such a man would 
not be until the fall, an event that does not occur until the next chapter (chapter 3). So Genesis 
2 sets the stage for what happens later in Genesis 3. The purpose of the passage in Genesis 2: 
4-9 to explain the origin of the four things that were not part of the original creation described 
in Chapter 1, namely: (1) spins; (2) agriculture, (3) cultivation / irrigation; (4) rain. Heliade 
image marks the biblical curse follows: Expat „ is the man, totally disinherited / Out of his 
great good fortune of all was his; / In all his works is cursed earth: / It's burning red, TRIBOL 
only produce / And thorns and thistles; and welders torment awaits him / To sustain life; 
comes and insect / Let disputes, to roaza different products of laborii./Pe beside them a voice 
of its own is rise gently / And tell him inexorably there's only clay / loam And in a re-enter. / 
Beautiful's consorts, the graceful Eve / docile followers, subject maid; / In tears and filaments, 
labori all ingrate, / she loses hers Carmen and graces all, / I shall pales before, is deseaca chest 
/ and his lips crack. With scobitoru in hand, / As tool laborious be naspre§te hand, / When the 
soles, heel i-Ntare the bone, / Like a cattle hoof. Pain expect / the life I was born and tears to 
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increase / For longing to torment laboare all affiliates of pain / What have to ngra§e plains 
with blood, sweat. " 

Chapter 2 of Scripture shows him the reader that each of these things occurred as a direct 
result of the entry of sin. Thorns growing plants that require a human race that had to work the 
land to have food are shown in 3:17, 18, as a curse or judgment given immediately after the 
fall. Although rain is not mentioned in use until the Flood, and it comes as a judgment against 
sin blestem- man. So the first verses of chapter 2 were actually transition from the role of the 
perfect creation in Chapter 1 to the entrance of sin into the world of Chapter 3. 

And the Lord God commanded „ You can eat freely of every tree of the garden, but of 
the tree of knowledge of good and evil you shall not eat, for in the day that you eat of it 
you shall surely die. "( Genesis 2:16,17) 

In the sixth day of creation week, God had placed Adam in the Garden of Eden and 
told him he can eat freely of every tree of the garden except one - the tree of knowledge of 
good and evil. Before Adam and Eve to be provided „ ,, eternal immortality, their loyalty 
must be tested. The warning was clear and direct „ in the day that you eat of it you shall 
surely die. " 

Its meaning „ the day " 

In Hebrew expression ,, the day "appears five times, four other texts of Genesis (2: 
4, 3: 5, 5: 1,2. 21: 8). The phrase is translated differently, depending on context, using 
different expressions such as: ,, the day "when „ once. " One explanation for the variety of 
translations is that, in Hebrew, the day „ „ (byom + infinitive) defines often inaccurate time or 
time period to which it relates. It may be a moment, a day or an unspecified time to time. 

Its meaning „ you shall surely die " 

In Hebrew ,, surely "it is expressed by an infinitive absolute ,,'s dying." This reinforces the 
value of certainty ,,. In Genesis 2:17, his function is to emphasize the certainty of death, time 
of death. God's words were true. Genesis 2:17 God's words have conveyed the idea that 
Adam's death will take place the day he ate the forbidden fruit, but rather, that is why he once 
ate his dead would be safe. Hebrew translation could be implemented appropriate way: ,, As 
soon as you eat of it, your destiny will be, certainly, death. " Therefore the challenge serpent 
was not that Adam and Eve would not die „ the day will eat", but that on their future destiny: 
„ You will not surely die" (Geneza3: 4). As was seen after warning in Genesis 2:17 was 
fulfilled. Adam and Eve were expelled from Eden and actually died. Although the words of 
the serpent were partially true (even in that their eyes were opened and they knew and good, 
and evil; Genesis 3: 5, 22), God's words were not just partially, but completely true. Death of 
Adam and Eve testify „ reality that the wages of sin is death "(Romans 6:23). However ,, as in 
Adam all die, even so in Christ shall all be made alive "(1 Corinthians 3:22 p.m.). 

The significance of evil 

The Hebrew term for bad „ "has several meanings in the Bible. Can mean ,, bad "as 
in the phrase „ tree of knowledge of good and evil" (Genesis 2: 9,17). Elsewhere the term is 
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translated as „ disaster "(Jeremiah 26: 3) „ mischief / ruin" (2 Samuel 15:14) or ,, mischief 
"(Genesis 6: 5). In Isaiah 45, the context suggests that the most appropriate translation of the 
term as evil „ „ or ,, disaster. " Shows that studied the verse in context refers to the supreme 
sovereignty of God in judgment, salvation and His dominion over the earth. It also should be 
noted that evil spoken herein may relate to ,, bad "as punishment or natural disaster, and not 
necessarily as a bad moral. God did not create evil of sin. God is love (lIoan4: 8.16). „ 
Every good gift and every perfect gift is from above, coboradu down from the Father of 
lights, with whom is no variation or shadow of turning. "(James 1:17) 

God is not the author of evil 

Usually Hebrew thinking considers that God did what in fact did not prevent him just to 
unwind. God is not the author or source of evil. Such a thing would be inconsistent with the 
general picture of His character as revealed in Scripture us. However they might fulfill his 
purpose last to save God can make use of certain elements of nature (even negative) and He 
can use people like Cyrus, who had no idea at that time about the only true God. In biblical 
thought, any disaster that occurs is attributed to the sovereign will of God, even though God is 
not the author of that misfortune. Thinking Hebrew God assigns an active role in such events, 
whereas in European thought I only say that He has allowed or not prevented their 
deployment. If God allows ,, „ then some Biblical authors say that He did it. God allows bad 
things to happen, but he never promotes. God is responsible for creating moral beings with 
free will and the ability to use a given wrong. He is not the author of evil. Heliade 
tranfigurarea evil presents a feminine temptation: ,, a subsidiary d-archangel, born-n thought, / 
femininity in spirit! Beauty incarnate! / Kidnapping, graceful, fragile, -amagitoare, / And wet 
and sweet brown Buzi of Lucifer / A to hope and giving hands too, / A beautiful happy future 
ofer./A her eyes graces of her gender inspires lust / And charm charm balm over-Air Freight; / 
Movement seduce her as very freedom / And in her face shone like lightning in senin.Cocheta 
boundless heavenly courtesan / Incatena will, all captivate them, / And all in it saw the sky a 
sovereign; / for you deserve to mpara(i wished for. " 

Moral creature, endowed with the power of choice, is actually responsible for sin and evil. In 
the face of evil ,, Anatolida comes down to how the attempt to harmonize, the fusion of 
opposites, confirming and Romanian literature at the presence of synthetic romantic spirit. 
The moral human being that it offers is good, ie „ balance „ antitheses, because evil is tearing 
„ balance antitheses ". (Elvira Sorohan, the Faces of revolt Heliade Radulescu Eminescu, 
Bucharest, Minerva, 1982, p.83). Anatolida image in shades of evil heavenly balance: „ But 
as he saw the word of divinity / She develops Sines, and press him harder. / Sta-mute great 
archangel, finger to his mouth, / Sta them and unwavering postu lips and bite / Kettle pride - 
NTR island, boiling fever of hatred, / Yes temples throbbing eyes, to be Rose. / Horrible pain 
leading encloses / and his forehead swell, no longer room left; / in his thought them through 
hatred conceive and-tums on / Turbeaza apostate, a foam is a foc./Plcsncstc's crown. Gave 
birth transgression; / Beautiful and Ridente svoala his circumcision / Archangel sighed, 
feeling he resalta-n, / is-d-ncanta firstborn spirit of filial perjury 

In Biblical delayed long on the balance between assets and liabilities, the resulting good and 
harmony with application to cosmology and sociogonie, because the theory of good and evil 
to be repeated rhythmic battle between them and domination alternative to be considered 
attributes of human society ... ,, balance between progress and conservative "is a front „ 
revolution in ideas," advocated by Heliade and his thinking: „ right without duty is despotism. 
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Duty-free law is slavery, -conservajie Progress report first established between the more 
general philosophical categories (spirit and matter) is extrapolated certainly and clearly pro 
domo sua, humans and society. ,, (Elvira Sorohan, the Faces of revolt Heliade Radulescu 
Eminescu, Bucharest, Minerva, 1982, p.83) 

Heliade Radulescu has a true sense of the fantastic, creating imaginative utopia of a particular 
value. In grandiose heavenly and hellish encounter images shows where the victim instinct is 
eschatological metaphor of humanity trapped in the darkness of fear, indecision, 
inconsistency. 
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Abstract: When one mentions slave trade it is imperative to bring to attention the Middle Passage as 
well. Researchers argue that millions of Africans have been brought to the New World and close to 
half have died at sea. The present scientific paper focuses on the way in which the African-American 
playwrights Suzan-Lori Parks and August Wilson “rewrite” the Middle Passage, using their 
knowledge of their own history and their cultural background. Either through the “characters’” direct 
experience concerning this historical fact, or through their memories and visions, the playwrights 
provide the readers not only with real data, but they focus on their feelings and thoughts as well. ” 

Keywords: history, plays, Middle Passage, rewriting, African-American 


“Freedom is what you make it. 

I. Introduction 

Both playwrights have had a major impact on African-American drama, winning 
numerous prizes and awards such as the Pulitzer prize, Obie awards, New York Drama Critics 
Circle awards etc. Furthermore, August Wilson is the first African-American playwright who 
has had the plays acted out on Broadway, while Suzan-Lori Parks is the first female African- 
American playwright to win the Pulitzer prize. 

Some of their plays, especially those alluding to historical events or characters have 
certain similarities among them. One example in this case is that Parks, as well as Wilson, is 
interested in presenting the world the African-American history, seen as a continuum, 
choosing generic names such as Black Man with Watermelon or Aunt Ester. The first 
character creates the idea of continuum through his repeated deaths, in different oppressive 
historical periods, followed by his resurrections, until the final moment of the play, when his 
wife. Black Woman with Drumstick reveals to him that he is dead. The second character is 
Ester Tyler, or Aunt Ester, as everyone refers to her, a woman that is present in all the plays 
of the Pittsburg Cycle, except for “Ma Rayney’s Black Bottom”. Her very existence 
symbolizes the 366 years of African presence in America. 1 2 Moreover, the playwrights seek to 


1 Wilson: 2006, 28 

2 Aunt Ester is said to have died at 366 years; this name is passed from woman to woman, together with the collective 
memories, from play to play, until her “ultimate” death, which occurs sometime in the 80s. This truth is uncovered during the 
play King Hedley II, but we are given somehow hope by Canewell, who performs a ritual through which he hopes to 
resurrect her. In “Radio Golf’, the play that ends the History Cycle, even if she has been dead for a while, her name still 
influences the characters. 
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present the untold (hi)stories, to “unveil unrecorded histories” (Blumenfeld, 2009: 263), so as 
to support the African-Americans’ wish of being included in the general history, while 
preserving their distinct identity, at the same time: "to be acknowledged as active participants 
in general history, i.e. to be given a space which should be properly theorized and 
represented while preserving their identities as «the others». ” (Blumenfeld, 2009: 263). 

The present scientific paper focuses on the way in which the two writers present the 
Middle Passage to the readers/audience, either giving them real data or dealing with the 
feelings and thoughts of the characters, or figures 3 . Three plays have been chosen in this 
respect, two belonging to August Wilson: Gem of the Ocean and Joe Turner’s Come and 
Gone and one belonging to Suzan-Lori Parks: Imperceptible Mutabilities in the Third 
Kingdom. Only two parts will be referred to from the last play, i.d. ’’Third Kingdom” and 
’’Open House”, since these are abundant with Middle Passage topics 4 5 . 

The Middle Passage is closely connected to the slave trade and it is considered to be part 
of the ocean route that linked Africa, America and Europe, forming a triangle. The Middle 
Passage is the middle of the journey that the captured Africans endured, from their home 
continent to the new one. There are three clearly marked stages during the voyage of a ship: 
the first stage is known as the “Outward Passage”, the next as the “Middle Passage” and the 
third as the “Return Passage”. For example, a ship carrying textiles, or firearms and 
gunpowder leaves England, exchanges them with slaves, gold and/or silver on the African 
coast, which are again traded for tobacco, flour, rum and others on the North American coast, 
returning with these goods home. 

Once the demand for slaves in the New World increased, the slave ships established direct 
routes from Africa to the North American colonies. The first American slave ship was 
“Desire” (1638 - Massachusetts) and the last was “Huntress” (1864 - New York). Such ships 
were given the right to carry a certain number of slaves; however, the crew overcrowded the 
vessels and transported double the number of slaves or even more. Such a case was that of a 
British ship, Brookes , who could legally carry maximum 295 slaves, but it once brought home 
up to 609. Not only did the crew overcrowd the slaves, making the journey very difficult for 
them, as they could barely move, but sometimes, they would execute captives for various 
reasons. Some historians say that between 25 to 50 million of Africans were imported to the 
New World through slave trade, but possibly half died during the journey, which lasted 
between six to eight weeks under good weather conditions, or thirteen or more when dealing 
with bad weather. 

Olaudah Equiano was one of the very few slaves that got educated and thus he was able to 
write a famous book, The Interesting Narrative of the Life of Olaudah Equiano, or Gustavus 
Vassa, the African, Written by Himself, in which he gave details from his life as a slave, from 
the moment when he was kidnapped and sold, at only 11 years old. He was part of the Ibo 
tribe and from what he wrote, his father was an important person. Equiano was kidnapped 
together with his sister, but at a certain point they got separated. When he was brought to a 


3 Parks (1995, 12) argues, in her essay "Elements of Style” that her characters are inappropriately named “characters”; 
instead, they should be referred to as “figures, figments, ghosts, roles, lovers maybe, speakers maybe, shadows, slips, players 
maybe, maybe someone else’s pulse”. 

4 Mona, Chona and Verona, the figures from the first part, “Snails” appear in the “Third Kingdom” as well, under different 
names; for example Mona is Kinseer, a fig haunted by the question “Should I jump should I jump or what?” (Parks, 1995: 
26), “Shouldijumporwhut? (ibidem, 40). However, the last part of the play, “Greeks” (or “Slugs”) is not at all connected to 
the topic of the present article. 

5 EBook. The second chapter deals with the journey through the Middle Passage and what he felt seeing the conditions in 
which they travelled and how many people lost their lives. 
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slave ship, he was horrified, as he thought he would be eaten by the white crew: “I asked them 
[black people who brought him aboard] if we were not to be eaten by those white men with 
horrible looks, red faces and loose hair.” On that ship, he saw different Africans, from 
different tribes, speaking different languages. None of them knew what awaited at the end of 
the journey and Olaudah was so terrified that he would have given anything to remain a slave 
in known territories rather than find out what awaited for him at the end of the journey: “if ten 
thousand worlds had been my own, I would have freely parted with them all to have 
exchanged my condition with that of the meanet slave in my country.” 

The poor conditions in which the slaves were transported included scarcity of food, tying the 
slaves in pairs with shackles or leg irons, overcrowding them below deck, in sleeping 
position, with no possibility to go to the toilet buckets, thus lying in their filth, lack of proper 
ventilation, which, combined with the heat and smell made the air unbreathable, etc. The 
slaves that died were thrown overboard, as well as the dying ones. Sometimes, the crew ki lled 
the slaves simply to collect the insurance money or because of lack of enough food and fresh 
water. The slaves preferred to commit suicide rather than find out what fate had in stored for 
them, so they either threw themselves in the ocean or they refused to eat. However, the crew 
became vigilant and tied them up or forced them to eat. Equiano wrote in his book about this: 
“the crew used to watch us very closely who were not chained down to the decks, lest we 
should leap into the water: and I have seen some of these poor African prisoners most 
severely cut for attempting to do so, and hourly whipped for not eating. This indeed was often 
the case with myself.” Moreover, Equiano considered he would have been luckier to be dead 
in the ocean among the others who had lost their lives, rather than continue the journey under 
deck: “Often did I think many of the inhabitants of the deep much more happy than myself. I 
envied them the freedom they enjoyed, and as often wished I could change my condition for 
theirs.” 

II. Suzan Lori Parks and August Wilson’s View 

In Understanding August Wilson, Mary Bogumil states that “Wilson is committed to a 
drama that explores and exposes the past” (1999: 9). The history within his plays is an “oral 
history”, involving “a wide variety of stories of spiritual reconciliation.” (idem) These stories, 
the critic adds, “diverge from an historical account in an objective sense in order to 
incorporate this mystical dimension as expressions of personal will.” (1999: 9-10). In order to 
authenticate themselves, the characters “must draw upon broader, African cultural identity for 
spiritual solace” (1999: 10). Perhaps a good example here is Herald Loomis from Joe 
Turner’s Come and Gone: he cannot get over his incarceration by Joe Turner until he 
performs a bloody ritual, during which he has visions of the Middle Passage. 

Jason Bush refers to Parks’s work as “a type of recovery project” through which she 
“intends to counter the erasure of African American history” (2007: 73). However, the 
historical experience of her plays is, in Bush’s view, “a history of repeated cycles of trauma”, 
“from slave ships to contemporary poverty and violence” (2007: 74). Another critic, Heidi 
Holder, points out, in her essay Strange Legacy: The History Plays of Suzan-Lori Parks, that 
the playwright, besides focusing on contradictions in African American history (specifically 
in The Death of The Last Black Man in the Whole Entire World), draws attention upon “the 
hidden or invisible thing that must be revealed” (2007: 21). Since a recurring repetition is to 
“write it down and hide it under a rock”, this may be an allusion to the need of African 
Americans to feel part of the mainstream history. 




341 


Iulian Boldea, Cornel Sigmirean (Editors) 

MULTICULTURAL REPRESENTATIONS. Literature and Discourse as Forms of Dialogue 
Arhipelag XXI Press, Tirgu Mures, 2016 
ISBN: 978-606-8624-16-7 
Section: Literature 


Gem of the Ocean is the first play from the Century Cycle Plays (given this name as the 
plays reveal the events unfolding within 100 years), a collection of ten plays, also known as 
The Pittsburgh Cycle (because all but one are set there) or the History Cycle. It is the only 
play where Aunt Ester (the unifying character) actually appears onstage. In the other plays, 
she is spoken about, but she is not present. It is the play closest in time to slavery. In this 
decade, protests against segregation took place. It is also the period when the First Migration 
to the North started. This play comprises two acts, each containing five scenes. The action 
takes place in the “parlor of Eli, Aunt Ester and Black Mary’s home at 1839 Wylie Avenue” 
(Wilson, 2006: 6), in the Hill District of Pittsburgh, Pennsylvania. There are seven characters 
in the play, who are either ex-slaves or born of slave parents. 

The play begins late at night, with an agitated Citizen Barlow, who seeks the counsel of 
Aunt Ester. Because of him, another character, Garret Brown was accused of robbery and, 
consequently, he committed suicide, thus determining Citizen Barlow to seek redemption. As 
the action progresses, we find out more about the other characters and their ties to slavery; for 
example, Solly Two Kings is an ex-Underground Railroad Conductor, Rutherford Selig is a 
white character, a friend of black people and the People Finder in Joe Turner’s Come and 
Gone etc. We also read about the Great Migration, the decaying conditions for the African- 
Americans in the South, etc. Aunt Ester eventually helps Citizen Barlow redeem himself by 
taking him to the City of Bones, that City in the middle of the Ocean, where the souls of the 
Africans who have perished on the voyage to the New Found Land have gathered. There, he 
sees Garret Brown and asks for forgiveness. When Solly dies at the end of the play, he takes 
his hat, coat and his stick and, as he discovers the letter from his sister, he exits. Thus, the 
readers/spectators are let to think that maybe Citizen Barlow takes Solly’s role as an 
Underground Railroad conductor and goes South to help people, including the deceased’s 
sister, whose letter he has found in the hat. 

The title of the play can be regarded as the first reinterpretation of history within this play, 
as it can be seen from a triple perspective. Firstly, it alludes to the song Columbia, the Gem of 
the Ocean (about patriotism, war and freedom; published in 1843 6 , very popular during the 
Civil War). Secondly, it might refer to the play Columbia, the Gem of the Ocean, written by 
Amiri Baraka’s (who wishes to instill upon African-Americans a sense of solidarity). Thirdly, 
it can be connected to the Middle Passage, more specifically to a slave ship, as Aunt Ester 
herself explains: “You see this boat, Mr. Citizen? It’s called the Gem of the Ocean.” (2006: 
63). This boat is in fact symbolical, it is represented by a paper boat made from her Bill of 
Sale, and Citizen Barlow must “hold on to that boat” during the symbolical voyage to the City 
of Bones, and “everything will be all right” (idem). While returning from that place, she tells 
him how the ship is in peril and how the captain abandons it, leaving the other men behind. In 
addition to the above mentioned, Phillis Wheatley, the first African-American woman poet to 
be published, also makes references to Columbia, in one of her poems. 

Aunt Ester offers Citizen Barlow the opportunity to cleanse his soul by going to the City 
of Bones and ask for forgiveness. This City of Bones is a very important symbol, as it 
“actively remembers the loss of those that did not make it across the water. In a proactive act 
of reconstructing history at the bottom of the sea, those seemingly forgotten black travellers 
(...) have built a city.” (Elam, 2007: 79). The burial ground for so many Africans who have 
lost their lives at sea, during the slave trade, is described by Aunt Ester: 


6 full lyrics: http://www.whatsoproudlvwehail.org/cuiTiculum/the-american-calendar/columbia-the-gem-of-the-ocean . access 
date, March 12 th 2016. 
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“It’s only half a mile by half a mile but that’s a city. It’s made of bones. 
Pearly white bones. (...) That’s the center of the world. In time it will 
all come to light. The people made a kingdom out of nothing. They 
were the people that didn’t make it across the water. ’’ (Wilson, 2006: 
52) 

Aunt Ester also recounts how difficult the voyage has been for her, a witness of the 
Middle Passage, with the stars as her sole companions, stars which eventually receive her 
children’s names. She sometimes imagined what it would be like for the wind to stop blowing 
so that the ship would remain still in the middle of the ocean. 

In order to go to the City of Bones, Citizen must embark on the ship Gem of the 
Ocean, given to him by Aunt Ester and made out of her Bill of Sale. He is advised not to get 
out of it, at any costs. The city is inhabited by Bones People, who are white as ivory and who 
have tongues of fire, that allow them to sing strong songs. This city has twelve gates and 
twelve gatekeepers and some stairs that lead to the bottom of the ocean. During his voyage to 
it, Citizen is symbolically chained to the boat and whipped by the others, who are wearing 
European masks as part of the ritual. One of the gatekeepers proves to be Garret Brown and, 
in order for Citizen to be allowed in the City of Bones, he must confess his sin. As soon as he 
does this, the gate opens. “Overwhelmed by the sheer beauty of the city and the people with 
their tongues on fire, Citizen Barlow, now reborn as a man of the people, sits down and 
begins to cry.” (idem, 70) He is redeemed now when accepting the past and confessing his 
mistake (i.e. stealing the bucket of nails and not taking the blame when Garret Brown was 
falsely accused, leading thus to that man’s suicide). 

August Wilson’s second play that reinterprets the Middle Passage is Joe Turner’s 
Come and Gone (written in 1984), set in the 1910s, a decade when the Ku Klux Klan was 
revived, when the U.S. entered World War One, encouraging African-Americans to fight in 
the war, when racial segregation was ordered in all federate states. These are but a few 
examples of the many changes that the decade brought. The title of the play alludes to a blues 
sung by the wives of those men who were forced into labour in the post-slavery period and it 
is like an extension to slavery, under a different name. The action of the play takes place in 
Bertha and Seth’s boardinghouse, born in the North, from free parents, and it starts with the 
two watching Bynum, a root worker, doing a ritual involving the sacrifice of a pigeon and a 
dance. Herald Loomis (the main character) appears at the boardinghouse, searching for his 
wife, from whom he has gotten separated because of Joe Turner (Joe Tumey on his real 
name). He needs to reunite her with their daughter, and to say farewell, so that he can move 
forward. The impact of Turner’s incarceration and forced labour is so high that Loomis has 
lost his song (i.e. his identity). The play ends well for all characters, as each of them finds 
what they have been looking for: a song, a Shiny Man, love, a wife, a daughter. 

In this play, as in the previous one, the Middle Passage is reinterpreted through a 
vision. This time, the vision is not triggered by a journey to the burial ground of those who 
perished at sea, in order to cleanse one’s soul, but by the juba, which is “ reminiscent of the 
Ring of Shouts of the African slaves. It is a call and response dance. Bynum sits at the table 
and drums. He calls the dance as others clap hands, shuffle and stomp around the table. It 
should be as African as possible, with the performers working themselves up into a near 
frenzy. The words can be improvised, but should include some mention of the Holy Ghost. ” 
(Wilson, 1988: 52). Herald Loomis enters the boardinghouse somewhere in the middle of the 
juba and he is upset when hearing about the Holy Ghost, as he sees Him too big, “Why he got 
to be bigger than me? How much big is there?” (idem) It is after this moment that the ex- 
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deacon “is thrown back and collapses, terror-striken by his vision” (idem, 53). The next verbal 
exchange is between him and Bynum and it is a summation of the playwright’s rewriting of 
the Middle Passage. Mary Bogumil believes that what actually bothers Loomis is “the sense 
of community, of solidarity, of an atavistic legacy of Africa and sadly the bondage still in the 
consciousness of the post-Civil War generation” generated by the Juba, which is against his 
will to regain autonomy. (1999: 59) 

During his vision. Herald Loomis talks in tongues, he sees the victims of the Middle 
Passage and he reminds everyone about them. The ancestors who perished at sea are 
represented by “bones walking on top of the water” (Wilson, 1988: 53), the water that is 
“bigger than the whole world” (ibidem). Since he cannot put order in his mind, Bynum guides 
his way in remembering the vision and talking about it. All these bones, all of a sudden, sink 
back into the water on which they have been walking and the impact triggers a wave that 
washes them on shore. However, they are not bones anymore, but rather they are African- 
Americans, like the rest of the characters, in flesh and blood. 

Herald Loomis is one of them and he is waiting to breathe again: “The wind’s blowing 
the breath into my body. I can feel it. I’m starting to breath again.” (idem, 55) An earthquake 
follows and all the people that the water brought on land start walking towards the road. It is 
interesting to see the allusion to the Great Migration, as Wilson connects this moment from 
the beginning of slavery with a moment from its aftermath. Young interprets this vision of the 
Middle Passage as a way in which the ancestors’ spirits ask Herald to “stand and walk like a 
renewed man” (2004: 135). 

In her turn, Suzan-Lori Parks also reinterprets the Middle Passage, in her play entitled 
Imperceptible Mutabilities in the Third Kingdom. It comprises four parts: “Snails”, “Third 
Kingdom” 7 , “Open House” and “Greeks” (or “Slugs”), which present the history of almost 
300 years. The play is about the African-American person as object of study, the Middle 
Passage, slavery, the African-American soldier, the loss of identity, the lack of opportunities 
and it is seen as “the blueprint of an event.”, as Parks says (apud Garret, 2007: 4), because, 
simultaneously, it describes and distorts history, it reinterprets history. The Middle Passage 
voyage is retold by the “ghosts” from “Third Kingdom” and by Aretha, from “Open House”. 
The figures are stuck there and they have to live over and over again that experience. The title 
is important in understanding the playwright’s view on history, as it seems to refer to 
something innovative and perhaps difficult to cope with. The structure “imperceptible 
mutabilities” alludes to the changes that cannot be sensed, while “Third Kingdom” is “a 
watery space connoting tears as well as the perverse baptism of the Middle Passage” (Garret, 
2007: 10). The figures are trapped in different places (on a boat during The Middle Passage, 
on the deathbed, on an island, guarding a rock or in a flat full of “roaches”). 

The characters in “Third Kingdom” are afraid that if they continue speaking, they 
might be jettisoned 8 , which was the case of so many slaves during the slave trade voyages. 
Thus, Over-Seer constantly urges the others to stop talking, in order to avoid being thrown in 
the sea. The figures in this part seem to lack the ability to have a proper dialogue; each is 
obsessed by repeating the same idea. For example, Mona/Kin-Seer keeps asking: “Should I 
jump should I jump or what?” (Parks, 1995: 26), “Shouldijumporwhut? (ibidem, 40). This 
brings to mind what Olaudah Equiano mentioned in his book, that some preferred to jump and 
die, rather than discover what awaited them at the end of the voyage. This type of question 


7 The figures here are the other selves of Mona, Chona and Verona, from “Snails”. 

8 Thrown overboard. 
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can be associated to a division of the Self, which is normal considering the torment through 
which the “ghosts” go. 

The writer herself explains, through this figure’s voice, the division of the Self, 
produced by the Middle Passage: there is a self on the shore behind them, waving good-bye at 
the ship full of slaves, a Self on the new shore, that does not resemble the old Self, and a Self 
stuck in the Middle Passage who relives infinitely the sorrows of the sea voyage. Mona/Kin- 
Seer talks about the place that she left behind, mentioning that the place where she came from 
looked very differently: “But where I corned from diduhnt look like nowhere like I been” 
(Parks, 1995: 37). She dreams of the places she has been before this voyage to the unknown: 
“Last night I dreamed of where I corned from. But where I corned from diduhnt look like 
nowhere like I been” (idem). This idea is similar to the one in Gem of the Ocean, where Aunt 
Ester used to think of the places where she had been and she was terrified by not knowing 
where she was being taken to. Furthermore, Kin-Seer describes the world as a place 
delineated by two cliffs 9 , where her two selves are waving good-bye at each other. As she 
talks about her memories, she does emphasize that her story is the story of black people, as 
she keeps associating this colour to different elements: “black speck”, “big-black-sea”, “Black 
folks”, etc. The third Self, that is born from the Third Kingdom, is a new Self, different from 
the first two, that wonders whether transformation has brought with itself happiness or not: “Is 
my new Self happy in my new-Self shoes?” (ibidem, 39). 

Suzan-Lori Parks also uses her figures to explain what the Third Kingdom means; as happens 
with August Wilson; her Third Kingdom is his City of Bones. In her case, the underwater 
kingdom is the resting place of numberless bleaching bones - “Thuh hullholesfull of bleachin 
bones.”, (ibidem, 39) of many “black” people. There is also an allusion to Bleached Bones 
Man, a figure that also appears in August Wilson’s Joe Turner Come and Gone, but under a 
slightly different name: The Shiny Man... One of the Seers from the ship alludes to the Igbo 
population, who choose to commit suicide rather that survive to discover what happens at the 
end of the journey. 

Shark-Seer, another figure from this part, repeatedly denies being on a boat; perhaps 
this symbolizes the African-Americans’ refusal to embrace their destiny as future slaves, or it 
may be an allusion to the riots they organized on slave ships. However, the other figures keep 
reminding Shark-Seer that they are, in fact, on a boat. Shark-Seer is also a “ghost” interested 
in feelings such as happiness and love, which have been long forbidden for black slaves. 
Over-Seer is the one who keeps reminding everyone of the risk of getting jettisoned, while 
Soul-Seer and Us-Seer play minor, unimportant roles. 

“Open House”, focuses on the story that Aretha, an old dying slave, tells from her 
hospital bed. She has been done injustice by her white owners, Charles (the father) and his 
two children, and by Miss Faith, the slave trader. The title alludes to a slave ship and to the 
numbers of Africans that could be overcrowded on it. As Aretha tells the story of her life, she 
is helped by Miss Faith to give details about the slave trade: the size of the typical slave ship, 
the proportion of male and female slaves. For example, the Brookes, an English slave ship 
was 3,250 square feet, which meant that it had room for 451 slaves. However, 600 slaves 
were transported on it in one voyage and the usual ratio male to female was 2:1. 

The action does not proceed linearly, it begins with Aretha on her death bed, then it 
continues with her taking care of the young children, then with measuring the Brookes ship, 
afterwards it proceeds with her having her teeth removed, one by one, as she gets closer to 


9 One of the cliffs represents the world she was taken from and the other represents the world where she is being taken to. 





345 


Iulian Boldea, Cornel Sigmirean (Editors) 

MULTICULTURAL REPRESENTATIONS. Literature and Discourse as Forms of Dialogue 
Arhipelag XXI Press, Tirgu Mures, 2016 
ISBN: 978-606-8624-16-7 
Section: Literature 


expiration date. Everything appears to be written in Miss Faith’s book, including Aretha’s 
precise death time: June 19 th 1865. This date also coincides with the emancipation of slaves 
from the Confederate States. Thus, it is both tragical and ironical for Aretha to die on the 
same day as other slaves obtained their freedom, showing once again that African-Americans 
are at the mercy of their white owners (the Emancipation Proclamation was actually issued on 
January 1 st , 1963, meaning that for approximately other two and a half years Aretha was 
forced to work as a slave, as was the destiny of thousands of others slaves). 

Aretha has her teeth pulled out so that she can be taken out of the register and is told, by Miss 
Faith, that she is going to expire soon, probably alluding to her death. Thus, Aretha may 
realise that the only way to escape her fate is precisely through her death. The act of pulling 
out her teeth and taking her out of the register might be also seen as her removal from history, 
an act that Suzan-Lori Parks tries to right through her historical plays. 

III. Conlusions 

To conclude, both August Wilson and Suzan-Lori Parks try to fill the gaps in the history 
of loss, concerning the Middle Passage, in order to remove “the historical amnesia around the 
fate of African Americans, not only before and during the Middle Passage, but after...” (Elam 
Jr., 2004: 9). Indeed, both writers have presented their own views regarding the Middle 
Passage, in Wilson’s case in Joe Turner’s Come and Gone, through Herald Loomis’s visions, 
and the symbolic journey to the City of Bones in Gem of the Ocean , and in Parks’s case, the 
event is mentioned in Imperceptible Mutabilities in the Third Kingdom. 

Their plays can be seen as a project to “right” history, a history written by the white 
dominant class that has not done justice to the black representatives. Left outside the 
mainstream of history, ignored by a society that first enslaved them and then freed them 
without giving them any chance to enter that society, African-Americans have strived to find 
a purpose in life, or, as August Wilson beautifully writes in his plays, to find their song (i.e. 
their Self). He has explained that for him, history does not begin in Africa, nor in America, 
but rather when the first slave ship has brought the first slave on the American land, because 
he is neither African, nor American - he is African-American. Suzan-Lori Parks, in her turn, 
also tries to recover the lost histories of her people and to rewrite them and place them “under 
a rock”, so as to avoid losing them again. In this way, she counters the erasure on African- 
American culture and, implicitly, history. 

Although their views differ considerably, there are also common elements, which 
probably come from their common knowledge and understanding of the African-American 
culture and, implicitly, history. 
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ACTANTS AND OPPONENTS IN ROMANIAN AND FRENCH 

FAIRY TALES 
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Abstract: The classification and characterization of fairytale characters is performed according to 
specific criteria. The characters, heroes, actants meet certain operating rules, based on "their 
biological status." According to this criterion, Gh. Vrabie classified characters in: seniors group, 
active heroes group, actants group, opponents group. The actants ’ group consists of miraculous 
objects named auxilia, of confidants and adjuvants. The opponents ’ group consists of kites, perfidious 
brothers, cunning mothers and other beings in conflict with the heroes. In Romanian folklore, the 
Enchanted Horse occupies a very special place. The Enchanted Horse is a protagonist often more 
important than a kite. Without a horse, any heroic deed is impossible. In fairy tales, the horse is 
depicted as an animal with exceptional intellectual qualities, a confident, an initiate. The kite is a 
violent and cruel being, having a congenital aversion to the people of our realm. Sometimes they seem 
human, acting with care and affection for the kidnaped girls. The fairies in fairy tales reflect ideal 
moral qualities, are charming creatures and heroes fall in love with them. They may metamorphose 
into different animals or birds. Fairies symbolize the ideal love, they never grow old and become the 
hero’s adjuvants. Fairies are immortal miraculous, as long as they do not fall in love with common 
people. 


Keywords: actant, opponent, the enchanted horse, kite, fairy, fairy tale 


Personajul literar intruchipeaza o diversitate de tipuri umane, constituie elementul 
esential din opera si se integereza in mintea si imaginatia cititorului ca o prezenta vie, 
concreta. 1 Dictionarul explicativ al limbii romane defineste personajul ca (iccarc dintre 
„persoanele care figureza intr-o opera literara” 2 , dictionarul francez Le Petit Robert noteza 
personajul ca „fiinta umana reprezentata intr-o opera de arta” 3 , dictionarul Larousse explica 
termenul ca „persoana imaginara reprezentata intr-o opera de fictiune, rol jucat de un actor.” 4 
(trad, noastra) De remarcat este faptul ca personajul este considerat element al operei literare, 
dar opera nu contine „in sine fiinte omenesti sau persoane.” 5 Teoreticienii literari au numit 
personajul in mod diferit, ei vorbesc de functie sau rol (Vladimir Propp, Claude Bremond), 


1 Gh. Gliita, C. Fierascu, Dicfionar de terminologie literara, Ed. Ion Creanga, Bucuresti, 1975, p. 104. 

2 Dicfionarul explicativ al limbii romane, Editura Univers Enciclopedic, Bucuresti, 1998, p. 782. 

3 Le Petit Robert, Dictionnaire de la langue franqaise, Ed. Le Robert, Paris, 1991, p. 1409. 

4 Le Petit Larousse en couleurs, Ed. Larousse, Paris, 1995, p. 768. 

5 Vasile Popovici, Lumea personajului, Editura Echinox, Cluj- Napoca, 1997, p. 12. 
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actant (Algirdas Greimas, Tzvetan Todorov), fiinta de hartie (Roland Barthes), actor 
(Lubomir Dolezel, Jaap Lintvelt), erou (Mihail Bahtin). In cercetarile de naratologie, termenul 
de functie, nu poate substitui integral termenul de personaj. Personajul este „o reprezentare 
mentala ghidata strict de indicative textului”, afirma V. Popovici, care exista pentru autor, 
pentru cititori si pentru celelalte personaje ca „un orizont de constiinta, ca un subiect” 6 7 . 
Personajele literare „nu sunt decat ceea ce fac”, afirma Georges Polti, in L’art d’inventer le 
personnage 1 , analizand tipurile si caracterele personajelor din romane sau teatru, iar Etienne 
Souriau in Les Deux Cent Mille Situations dramatiques, inventariaza rolurile personajelor 
dramatice, clasificandu-le astfel: 1. Forta tematica orientata (Leul) 2. Reprezentantul bunului 
dorit, al Valorii care orienteaza (Soarele) 3. Obtinatorul virtual al acestui bun (Pamantul) 4. 
Opozantul (Marte) 5. Arbitrul care atribuie bunul (Balanta) 6. Ajutorul, dedublarea complice a 
uneia dintre fortele precedente (Luna). 8 

Vladimir Propp, in lucrarea Morfologia basmului, reduce sfera de actiune a basmelor 
rusesti la sapte personaje. Aceste personaje sunt: 1. raufacatorul; 2. donatorul; 3. ajutorul; 4. 
fata de imparat; 5. trimitatorul; 6. eroul; 7. falsul erou. Sferele de actiuni sunt repartizate in 
functie de personajele basmului. Exista astfel trei situatii pe care V. Propp le identified cu 
privire la repartizarea celor sapte functii pe fiecare personaj: prima situatie, a personajului 
care ocupa o singura sfera de actiune („Baba-Iaga il pune la incercare si il rasplateste pe 
erou”), apoi un personaj poate sa llgurczc in mai multe sfere de actiune (Baba-Iaga are rolul 
unui ajutor, „incepe ca donator vrajmas si devine un ajutor fara voie.”) sau a treia grupa de 
functii cand mai multe personaje sunt incluse in aceeasi sfera de actiune („Un anume personaj 
il pune la incercare pe erou si un altul il rasplateste, intamplator insa.”) 9 V. Propp analizeaza 
si procedeele diverse prin care personajele sunt introduse in actiune. Raufacatorul iti face 
aparitia de doua ori in desfasurarea actiunii basmului, donatorul este intalnit intamplator, in 
padure, pe drum sau pe camp, ajutorul nazdravan apare ca un dar, fata de imparat, 
trimitatorul, eroul sau falsul erou apar de la inceput, din situatia initiala. 10 

Gruparea si caracterizarea personajelor din basm este realizata dupa niste criterii 
specfice. Personajele, eroii, actantii respecta anumite reguli de functionare, bazate pe „starea 
lor biologica.” Dupa acest criteriu Gh. Vrabie clasifica personajele in: a) grupa seniorilor, 
senex- regula pasiva, b) grupa eroilor activi, virili, virilis virilia- regula activa, c) grupa 
actantilor- regula confidentei , d) grupa opozantilor, a adversarilor- regula opozitiei. Toate 
aceste prsonaje care populeaza lumea bamului, ocupa un loc anume, sunt introdusi intr-o 
maniera specified, au un statut si un profil aparte. Grupa actantilor este constituita din agenti 
narativi. Fara obiecte miraculoase (numite auxilia), fara sfatul unor intimi carora li se 
destainuie ( confidenti) si fara ajutorul primit de la frinte sau tovarasi ( adjuvanti ), eroul 
basmului nu poate reusi in drumul sau. Confidentii eroului sunt necesari desfasurarii epice a 
basmului, ei ofera basmului mult pitoresc. Desi formeaza o clasa cu rol minor, fara ei unele 
subiecte nu s-ar putea constitui. Calul nazdravan, baba sau mosul, cainele, elemente fabuloase 
din mitologia pagana: Sf. Lund, Sf. Soare, Vantul turbat, elemente din mitologia evului 
mediu, cum a li: Sf. Luni, Sfanta Miercuri, Sf. Vineri sunt exprimate dupa aceeasi schema 
marativa si au aceeasi functie. Din categoria adjuvantilor sau tovarasii eroului fac parte: a) 
frinte (animale sau pasari), b) frinte curioase, creatii ale fanteziei poporului, c) abstractii 


6 Ibidem, p. 14. 

7 Cf. Jean-Michel Adam, Fran?oise Revaz , Analiza povestirii, Institutul European, Iasi, 1999, p. 64. 

8 Cf. Ibidem. 

9 Cf. V.I. Propp, Morfologia basmului, Editura Univers, Bucure§ti, 1970, pp. 80-83. 

10 Ibidem, p. 85. 
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cosmice, insufletite, d) obiecte si lucruri care favorizeaza succesul eroului. 11 Pe langa calul 
nazdravan, care trece din sfera confidentilor in cea a adjuvantilor, mai apar si pasari sau bivoli 
nazdravani. Grupa opozantilor este alcatuita din diferite categorii si grade. Din aceasta 
categorie fac parte zmeii, balaurii, firatii perfizi, mamele viclene si alte iiintc aflate in conflict 
cu eroii. Basmul se bazeaza pe ideea intrigii si a conflictului care mentine treaz interesul 
cititorului. 

Calul nazdravan ocupa in folcorul romanesc un loc special. In unele basme, faptele 
eroice devin imposibile fara interventia calului. Calul are atribute fantastice, poate zbura „ca 
vantul”, se metamorfozeaza dintr-un animal „rapciugos si bubos si slab”, intr-un armasar 
„trupes si cu patru aripi.” 12 (Petre Ispirescu, Tinerete fara batranete si viata fara de moarte) 
Calul este sfatuitorul de nadejde al eroului si se poate vorbi chiar de o „substituire a acestuia 
cu Fat-Frumos care fara animalul miraculos n-ar putea face nimic.” Rolul calului in basme 
este diversificat. Poate sa zboare cu eroii in inaltul cerului, trece peste celelalte taramuri, 
ajungand in cele din urma la paltul unor zane. Aici el primeste par de aur. Ca si alti adjuvanti, 
calul are in basme o intreaga familie, alcatuita din firati, mame sau manji nazdravani. 13 

Calul nazdravan este un protagonist adesea mai important decat zmeul. Fara cal, orice 
fapta eroica este imposibila. In basm, calul e in lap sat ca un animal dotat cu insu§iri 
intelectuale exceptional, un sfatuitor al omului §i un initial. Imparafii sau voinicii au cai 
nazdravani, iar pe masura ce stapanii imbatranesc §i nu-i mai folosesc, caii, imbatranesc, la 
randul lor. Intre cal si frau se stabileste o legatura magica. Cine prime§te fraul unui cal 
nazdravan are in puterea sa si un cal, care la scuturarea fraului vine nu se §tie din ce zona. Caii 
vorbesc cu eroii, §tiu limba lor, insa este §i o lirnba a cailor. In acest sens, unii cai, noteaza 
Calinescu, sunt bilingvi. Caii sunt de arama, de argint, de aur sau de sticla. Deseori, calul are 
aripi al caror numar este variabil (patru, §ase, noua, douasprezece, douazeci §i patru de aripi si 
un com in frnnte). Puterea cailor vine de la inimi, unii avand mai multe (trei, saptc, 
cincisprezece, optsprezece). Caii nazdravani au in ureche diferite obiecte folositoare cum ar 
fi: o gresie care se transforma in munte de piatra, o perie care se face padure deasa, haine sau 
arc cu sagcti. Calul e inteligenfa calauzitoare a voinicului, care nu face nimic fara sfatul lui. 
Metamorfozele calului sunt foarte obi§nuite, iapa se transforma in cioara, miel, ghem, pasare, 
iepure, stejar batran, corb, mreana, lupoaica, cloaca cu pui, mioara, negustor si pravalie. Calul 
se mai poate metamorfoza §i in voinic sau in pasarica. 14 Nasterea calului este miraculoasa, 
prin degustare din faramiturile magice ramase de la imparateasa sau prin provenienta din alta 
specie, din tantar. 15 Calul nazdravan e inzestrat cu virtuti magice si mitice, e curierul inaripat 
al lui Fat-frumos, animal inteligent, confident al stapanului, care il scapa pe erou de multe 
primejdii. Calul nazdravan e o faptura mitica din creatia locala, provenit din „patria cailor cu 
aripi” care era Dacia preistorica, e de parere Romulus Vulcanescu 16 . Calul basmelor 
romanesti e singurul prieten adevarat al eroului, calauza si sfetnic, in cucerirea altor taramuri 
si gasirea fericirii si a tineretii vesnice. 17 Calul apare cel mai des in ipostaza animalului 
nazdravan, el il pe slujeste Fat-Frumos sau pe zmeu, iar modul de a obtine un cal nazdravan 
este unul din elementele esentiale ale basmului romanesc, afirma I. C. Chitimia. Mananca foe 


11 Cf. Gheorge Vrabie, Prozapopulara romdneased. Studiu stilistic, Editura Albatros, Bucure§ti,1986, p. 145. 

12 Petre Ispirescu, Basme, Editura Simplu, Bucuresti, 2008, pp.27-28. 

13 Cf. Gheorge Vrabie, op. cit., p. 146. 

14 Cf. George Calinescu, Estetica basmului, Editura pentru Literature, Bucuresti, 1965, pp. 105- 122. 

15 Cf. Ovidiu Birlea, Folclorul romanesc, Momente fi sinteze, vol. I, Editura Minerva, Bucuresti, 1981, p. 176. 
15 Cf. Romulus Vulcanescu, Mitologie romana, Editura Academiei RSR, Bucuresti, 1987, p. 390. 

17 Cf. Ivan Evseev, Dicjionar de simboluri §i arhetipuri culturale, Editura Amarcord, Timisoara, 1994, p. 26. 
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ca sa devina iute ca focul, mananca si orz fiert in lapte dulce, ca sa ramana manz gingas si 
iubit. El este obtinut prin grele incercari de la o vrajitoare, prin binefacere, printr-un act 
magic, el se naste adeseori frate cu eroul, pe care-1 slujeste. Legatura dintre ei este biologica. 
Calul poate fi prietenul celor umili si necajiti, ajutandu-i pe cei sarmani sau pe cel mic si 
neajutorat. Calul are infatisari dintre cele mai nazdravane, indeplinind roluri grele, cu o 
pricepere extraordinary. El este devotat intotdeauna lui Fat-Frumos. E cel mai bun prieten, cel 
mai atasat si de aceea i se atribuie sentimente umane. Calul e umanizat si iubit, imaginat in 
ipostazele sale cele mai nobile. El nu are imparatie proprie, asemenea vulpii sau lupului si nu 
tinde sa fie dezlegat de Fat-Frumos. Prezenta sa langa Fat-Frumos e permanenta, „fie in 
infatisarea lui de animal, fie in firaul, la scuturarea caruia apare magic.” Calul slujeste si zmeii, 
dar nu-i ramine credincios stapanului, ci trece de partea lui Fat-Frumos, fund frate de sange cu 
calul acestuia. Calul din basmele romanesti zboara, are doua, patru, sase, opt sau 
douasprezece aripi; cu cat are mai rnulte aripi, cu atat zboara mai repede. Infatisarea lui apare 
naturala, desi se vorbeste de calul de arama, de argint sau de aur. Acestea sunt metafore 
exprimand stralucirea si frumusetea lui ca a soarelui sau a aurului. Calul este cel mai apropiat 
de om, de gandurile sale, de idealurile spre lumina si soare, fund asemanat cu un Prometeu in 
lumea animalelor din basme. 18 

Calul este un arhetip fundamental, simbolistica lui cuprinde cei doi poli ai universului, 
de sus si de jos. In lumea htoniana, de jos, calul este prietenul celor trei elemente constitutive: 
focul, pamantul si apa. in lumea de sus, uranica el este asociat cu: focul, aerul, apa, soarele. 
Calul trece cu usurinta de la noapte la zi, de la moarte la viata, de la pasiv la activ. El 
reprezinta viata si continuitatea, se afla deasupra vietii si mortii noastre. Puterile sale depasesc 
intelegerea umana. A fost comparat cu sarpele, care il intrece in subtilitate, Drumurile secrete 
ale calului si ale sarpelui sunt cele ale apei, amandoi apar pe langa izvoare si fluvii. 19 

Zmeul, din categoria oponentilor, e o fiinja violenta si cruda, avand o repulsie 
congenitala pentru oamenii de pe taramul nostru. Mitologic, zmeul reprezinta o expresie a 
bogatiilor de pe taramul celalalt, a focului si a dezlantuirilor meteorologice, precum ploaia cu 
vijelie. Zmeul este individul dotat cu o mare putere de intimidare, gladiatorul, tiranul, incurcat 
in fata geniului si a oricarei operatii intelectuale. 20 Portretul zmeului e greu de reconstituit, ei 
fund intr-un proces de disparitie din memoria populara. Ei oscileaza intre draci si balauri, dar 
spre deosebire de balauri, zmeii nu sunt fiinte acvatice, desi au coada ca acestia si mai multe 
capete. Comportamentul lor tradeaza infatisarea umana, cu exceptia cozii si capetelor. Sunt 
ahtiati dupa fetele pamantene, inclinatia erotica ii apropie de zburator. Pornirile antropofage ii 
apropie de monstri, de uriasi sau de strigoi. 21 

Zmeii pot fi de mai multe feluri: antropofagi, slugi, schiopi sau alte categorii. 
Zmeoaicele, impreuna cu fiicele lor sunt prezente in basme, il urmaresc pe erou si se 
metamorfozeaza in diferite feluri, in fantana, pomi sau flori. 22 Zmeul prezinta toate 
caracterele unui cavaler feudal, e o fiinta infernala, traind pe taramul celalalt, e muritor si e o 
fiinta fragila, in ciuda infatisarii teribile. Zmeii au roabe si sunt adesea hoti (Petre Ispirescu, 
Praslea cel voinic si merele de aur, Greuceanu, Fat-Frumos cu carita de sticla). Zmeul are 
viata de familie, are mama, firati, surori, fete, iar zmeoaicele sunt mai aprige, viclene, poseda 


18 Ion C. Chitimia, Folclorul romanesc in perspectivei comparata, Editura Minerva, Bucure§ti, 1971, pp. 206-227. 

19 Cf. Jean Chevalier, Alain Gheerbrant, Dicfionar de simboluri, (vol II), Editura Artemis, Bucure§ti, 1995, p. 235. 

20 Cf. George Calinescu, op. cit., pp. 9-36. 

21 Cf. Ovidiu Birlea, op. df.,pp. 178-179. 

22 Cf Gheorge Vrabie, op. cit., pp. 151- 156. 
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mijloace olfactive de identificare a oamenilor sub orice aparenta. Zmeoaica batrana e o mama 
care isi iubeste foarte mult copiii, feciorii, mai ales, ii insoara si ii razbuna cand sunt omorati. 
Zmeoaica are puteri uriase, zboara prin aer, se catara pe munti, ii impietre§te pe vrajmasi, iar 
la suparare plesne§te in sensul propriu al cuvantului. Dcsi portretul fizic al zmeului ramane 
ncdcslusit, el este o fiin|a cu mari forte fizice, epuizabile, un urias. Puterea sa e herculeana. E 
antropofag, nu in mod curent, deoarece bea apa, vin, lapte de capra si are roabe care gatesc 
omenestc. Locuinta zmeilor indica o treapta superioara de civiliza^ic, asemanatoare cu cea a 
imparatilor, iar zmeii sunt in mare masura o expresie a bogapilor minerale. Ei au foarte adesea 
un buzdugan nazdravan care aruncat de departe, love§te in u§a, in masa si se a§eaza singur in 
cui. Ei au §i un bici nazdravan cu ajutorul caruia transforma obiecte, maresc sau micsorcaza 
palate. Zmeii au o mare grija de a se feri de moarte, ascunzandu-§i cu grija puterea. Un mod 
de a intari puterea sau de a se apara de moarte, e acela de a avea o rezerva de suflete. 

Zmeul se confunda adesea cu sarpele, balaurul sau Zburatorul, in basme zmeii sunt 
fiinte cu chip de om, mai mari si mai puternici. Sunt inzestrati cu coada si solzi pe trup, au cai 
nazdavani si se lupta intotdeauna cu Fat- Frumos. Arma lor este buzduganul sau maciuca, 
apartinand astfel categoriei „daimonilor fertilitatii.” Traiesc pe taramul celalalt, in palate 
stralucitoare si rapesc fetele de imparat de pe taramul oamenilor. Ei au origine htoniana, 
numele lor provine din lirnba slava zmei, zmii care inseamna „pamant.” Au si insusiri 
„uraniene si pirice”, apropiindu-se de balauri, au aripi, varsa pe gura foe, poarta o piatra 
nestemata care straluceste „ca soarele.” Ei pot fi confundati, adesea cu Zburatorul, in folclorul 
romanesc exista credinta coform careia zmeul ar fi ultima etapa a evolutiei sarpelui . 23 Zmeul 
apare ca o fiinta ganditoare si vorbitoare, isi petrece timpul pe „taramul celalalt”, ca un mare 
senior, e obsedat de confort gastronomic, iti expediaza buzduganul acasa, nimerind de fiecare 
data din poarta in usa si apoi in cui .” 24 

Zanele din basme au calitati morale ideale, sunt fiinte fermecatoare iar eroii se 
indragostesc de ele. Ele se pot metamorfoza in diferite animale sau pasari, traiesc in palate si 
„se pare ca ar face parte dintr-o alta zona a vietii.” Zanele simbolizeaza iubirea ideala, ele nu 
imbatranesc niciodata si devin ajutoarele eroului . 25 Zanele sunt nemuritoare, cu puteri 
miraculoase, atata vreme cat nu se indragostesc de oamenii de rand. Sunt in general foarte 
frumoase si preocupate de frumusete si sunt adesea binevoitoare. Zanele sunt in antiteza cu 
zmeoaicele, simbolizeaza tinerelea splendida §i incoruptibila, sunt ademenitoarele tinerilor, 
fiind obiect de nostalgie pentru flacaul nobil . 26 

Zanele sunt semidivine, au atribute atat benefice, reprezentate prin Zana buna sau malefice, 
corespunzatoare Zanei rele. Zanele bune sunt preponderente numeric in folclorul romanesc, 
inchipuite ca niste fecioare pururea tinere, frumoase, zvelte si nazdravane, „gata sa rezolve in 
chip miraculos orice dificultate a eroului arhetipal Fat-Frumos.” Se intalneste in anumite 
basme individualizarea lor, prin aparitia Zanei Zanelor, asimilata cu Ileana-Cosanzeana. In 
alte basme apare Zana Florilor, Zana Codrilor, Zana Apelor, Zana Muntilor, denotand 
apartenenta lor la vechile divinitati ale vegetatiei. Zanele se pot metamorfoza, fie in broasca, 
bufnita, cerboaica sau ciuta . 27 

Zanele bune sunt cel mai des intalnite in folclorul romanesc, numarul lor fiind variabil, 
trei, doisprezece. Ele sunt frumoase, zvelte, foarte tinere si nazdravane, gasind intotdeauna 


23 Cf. Ivan Evseev, op. cit., p. 216. 

24 Cf.Viorica Niscov, Afost de unde n-a fast (Basmulpopular romanesc), Editura Humanitas, Bucure§ti, 1996, p. 77. 

25 Cf. Gheorge Vrabie op. cit., p. 138. 

26 Cf. George Calinescu, op. cit., p. 78. 

27 Cf. Ivan Evseev, op.cit., p. 215. 
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solutii pentru iesirea din impas a eroului. Cazurile in care zanele se indragostesc de Fat- 
Frumos sunt destul de rare. Ele au limite de bunavointa, uneori ii pedepsesc cu orbirea pe cei 
care le calca teritoriul. In basme mai exista si zane rele, ele sunt urate, batrane, dar pot fi si 
tinere, ispititoare, dar sadice fata de oamenii indrazneti. Se confunda adesea cu ielele, dar sunt 
divinitati diferite. Tipologia europeana (fr. fee, germ. Fee , engl. fairy), apartine basmului 
fantastic. In folclorul francez categoria zanelor este mai bine individualizata prin zana 
Melusina. 28 Ea este o zana din folclorul mitologic francez, avand capacitatea de a se 
metamorfoza, partial in sarpe sau sirena. Romanele din secolul al XV-lea i-au popularizat 
legenda. Ea este o „zina de o frumusete rapitoare, ii fagaduieste lui Raimondin ca il inalta 
pana la cele mai inalte demnitati ale regatului daca o ia de sotie, dar sa nu o vada niciodata 
sambata.” Casatoria are loc, dar Raimondin va li in curand cuprins de gelozie, povestindu-i-se 
ca il insala. El o priveste intr-o sambata printr-o gaura facuta in perete. El descopera ca sotia 
lui este pe jumatate femeie si pe jumatatea sarpe. Este cuprins de durere, iar Melusina, tradata, 
il paraseste in zbor, scotand tipete infioratoare si se aseaza in varful turnului castelului. 
Aceasta legenda simbolizeaza uciderea iubirii din „refuzul de a respecta la fiinta iubita, partea 
ei de taina.” 29 

Zanele sunt stapanele magiei, simbolizand puterile supranormale ale spiritului sau 
imaginatiei. Ele produc transformari uimitoare sau satisfac dorinte arzatoare. Zanele din 
folclorul francez sunt la origine Parcele romane, transpunerea latina a Moirelor grecesti. 
Numele lor de Fata, Ursitoare, afirma acest lucru. In Franta, Zanele apar in Provence sub 
denumirea de ,fadas ”, in Gascogne sub numele de ,. fades.” Grupate cate trei, zanele „deapana 
de pe fus find soartei umane, il rasucesc pe vartelnita si il taie cu foarfeca atunci cand bate 
ceasul.” La origine ele au fost zeite protectoare ale ogoarelor. Ritmul ternar care le 
caracterizeaza activitatea este cel al vietii: tinerete, maturitate, batranete sau nastere, viata, 
moarte. In traditia bretona, la nasterea unui copil, se pune masa pentru trei persoane, intr-o 
camera indepartata a casei, pentru a le indupleca pe ursitoare sa fie binevoitoare, cu darurile. 
Zanele sunt la origine expresia,, Pamantului-Muma”. Zanele, in timp, au urcat din adancul 
pamantului spre suprafata. La lumina lunii ele devin spirite ale vegetatie si ale apei. Sunt 
asociate ritmului temar, dar si cuatemar, ritmului lunii si al anotimpurilor. Luna ste vizibila in 
trei faze si patru, in cea de-a patra, devine invizibila, moarta. La fel este si viata reprezentata 
prin vegetatie, dispare iarna, care este timpul tacerii si al mortii. In povestile si legendele cu 
zane acest al patrulea anotimp exista, este considerat un timp al rupturii. Zanele participa la 
supranatural pentru ca viata lor este continua si nu discontinue ca a noastra. Zanele nu pot fi, 
insa vazute in acest anotimp al mortii. Ele continua sa traiasca, dar sub o alta infatisare. Este 
cazul zanei Melusina. In faza a patra, ea se transforma in sarpe, ca simbol al „epifaniei 
animale, a vietii vesnice”. Sarpele isi schimba pielea pentru a se innoi, la nesfarsit. 30 

Galeria de personaje feerice, in basmele Contesei d’Aulnoy este foarte bogata 
cuprinzand: zane, vrajitori, capcauni, pitici, dragoni, spiridusi si un bestiar fantastic. Numele 
zanelor este foarte diversificat: Zana Meteoritilor, Zana Leu, Zana Lalea, Zana Padurii, Zana 
Izvorului, Zana Pestisor, Zana Amazoanelor, Zana Desertului, Zana Soussio, Zana Grognelle, 
Zana Carabosse. Ele locuiesc in castele splendide, luxoase si magnifice, in pesteri, in adancul 
pamantului, in desert, in padure. Gradinile lor sunt locuri mirifice, pline de tentatii, cu fructe 
delicioase. Zanele sunt bune sau rele, au puteri depline sau partiale, pot fi pesonaje centrale 


28 Cf. Victor Kernbach, Dicfionar de mitologie generala, Editura ^tiin^ifica §i Enciclopedica, Bucure^ti, 1989, p. 779. 

29 Jean Chevalier, Alain Gheerbrant, op. cit., p. 291. 

30 Cf. Ibidem, pp. 496-497. 
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sau secundare. Zana cea buna are infatisarea unei batrane sau a unei ciobanite care cere 
ajutorul pentru a-1 pune la incercare pe erou, alteori ea poate lua mfatisarea unui animal 
dragut: un soricel, o broasca, o sirena, o turturica. Cand apare in toata splendoarea unei 
frumoase doamne, prezenta sa este luminoasa ca a unei divinitati. Zanele pot fi insotite de 
animate sau obiecte magice, iti fac aparitia in calesti trase de lebede sau dragoni, altele vin din 
nori sau din globuri de foe. Un intreg bestiar fabulos se afla in serviciul zanelor, de la cel mai 
infricosator pana la cel mai dragut animal: dragoni, lei, elefanti, grifoni, camile, albine, 
papagali. Unori aceste animale vorbesc, au comportament uman, asemanandu-se cu servitorii 
fideli. 31 Puterea zanelor e fie limitata, fie infinita, cand pot sa indeplineasca orice dorinta. 
„Considerati ca pot sa va fac un rege mare, sa va prelungesc viata, sa va fac mai amabil, sa va 
dau mine cu diamante si case pline cu aur...” 32 (trad, noastra) cu ajutorul obiectelor magice: 
bagheta de alun, de fildes sau de aur. Cartea fermecata, de asemenea este nelipsita din 
arsenalul lor, e un obiect impesionant prin dimensiunile sale. 

Zanele rele pot avea infatisari grotesti, monstruoase, sunt infricosatoare si terifiante. 
Acesta este si cazul zanei acoperite cu serpi din Piticul galben: „Zana Desertului, cu capul 
acoperit de serpi lungi, calare pe un grifon inaripat.” 33 Este o zana rea si geloasa, batrana si 
urata „pe cat de batrana si de ramolita, pe atat de urata: se sprijinea intr-o carja, purta un guler 
plisat si scobit de tafta neagra, o scufita de catifea rosie si o rochie zdrenturoasa.” 34 Intalnim 
semi-zane, cu puteri limitate, zane uriase, asemenea Zanei Leu, care locuieste intr-o pestera 
populata cu bufnite, corbi, unde prizonierii si victimele sunt transformate in monstri hidosi. 
Zana Amazoana are toate caracteristicile unui razboinic: casca, ochi si lance arzatoare, cu 
ajutorul carora invinge adversarul. Ea se deplaseaza pe un cal inaripat si are drept slujitoare o 
zana mai mica, cu rol de mesager. Zanele din povestile lui Perrault rasplatesc blandetea si 
supunerea Cenusaresei sau virtutea eroinei din Piele de magar. O rasplatesc pe fata cea buna 
si o pedepsesc pe cea rea in „Zanele”, il inzestreza pe Riquet cu multa rninte si putere de a 
darui „istetime fetei pe care o va iubi cel mai mult” 35 

Basmul aduce in scena figuri reprezenative si nu tipuri de personaje. Figurile basmului 
sunt inzestrate cu puterea de a trezi simpatia sau antipatia cititorilor, ele devin fiinte vii, 
memorabile, in constiinta populara. Basmul aduce in prim plan „prototipuri monocolore”, 
actantii au doar calitati sau doar defecte. Aceasta e considerate a fi o superficialitate 
caracteristica basmului, in opozitie cu legenda, care este mult mai grava si mai serioasa. 
Schematismul basmului are rolul de a putea fi transmis „peste milenii si tari indepartate”, 
schema sa putand fi completata de fiecare data, intr-un proces continuu de „reajustare, de 
contemporaneizare”. 36 In basm se stabileste un raport strans intre toti cei care fonneaza lumea 
acestei proze. Acelasi erou poate avea un rol principal intr-un subiect, ca in altul, rolul sau sa 
se diminueze. Toate personajele creeaza annonie si echilibru si sustin eroul principal. Basmul 
devine un „elogiu adus tineretii”, prin mezin si mezina care se sfla in centrul atentiei si al 
evenimentelor, prin iubirea lor care invinge orice piedica. 37 
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32 Ibidem. 
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37 Cf. Gheorge Vrabie, op. cit., p. 157. 
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THE DUALITY OF GRIGORE ALEXANDRESCU'S WORKS 


Elena Andreea Dina (Popa) 
PhD Student, University of Pitesti 


Abstract: This work tries to emphasize the place of Grigore Alexandrescu in the Romanian literature, 
by showing his authentic features. This work tries to emphasize the Classical and also the Romantical 
characteristics in Grigore Alexandrescu’s work by comparing the writer’s poems’ structure to the 
literary currents 

Keywords:literary language, stylistic innovations, characteristics. 


Literatura secolului al XIX- lea a fost profund influenfata de contextul socio- istoric si 
cultural al acelor timpuri caracterizate de lupta antifeudala §i idealul libertafii ce anima 
sufletele romanilor. In cea de a doua jumatate a secolului al XlX-lea se va fortifica aceasta 
dircctic, intrucat tanara burghezie accepta mentalitatea feudala in vederea unei asocieri avand 
interesul de a se integra dezvoltarii europene. 

In aceasta privinfa, pu(ini au fost scriitorii ce s-au opus vehement feudalismului(Ion 
Ionescu de la Brad ,Nicolae Balcescu, Al.G.Golescu-Arapila, Cezar Bolliac) , majoritatea 
recurgand la„ tonul violent §i demascator (N. Balcescu, Cezar Bolliac §.a.), la persiflare §i 
caricaturizare (teatrul lui V.Alecsandri), la ironia fina si amara (fabulele lui Gr.Alexandrescu 
etc.) dorindu-se desavarsirca structurilor sociale §i nu inlocuirea acestora. 

Tinerii cducati in Apus, in special in Fran (a, devin fondatorii renastcrii nationalc atat 
prin implicarea in politica, dar si prin operele literare, rcunitj sub ideologia pa§optismului- 
ideologie ce dorea echilibru social- acceptandu-se coexistent elementelor vechi alaturi de 
cele noi, a principiilor clasice in structuri romantice. 

Grigore Alexandrescu este unul dintre scriitorii miscarii pa§optiste, incadrandu-se in 
generafia scriitorilor ce au scris din mijlocul istoriei, participand activ la savar§irea faptelor de 
mare important,;! istorica pentru poporul roman, facand parte din generafia politica a 
scriitorilor. 

Unicitatea perioadei in care a creat Grigore Alexandrescu este data de faptul ca 
romantismul se manifests in acela§i timp cu clasicismul, lucru ce va influenza temeinic 
procesul de creare al scriitorului roman. Opera sa cuprinde atat elemente romantice 
identilicatc in lirica de dragoste, cea istorica cat si cea sociala, iar de cealalta parte elementele 
clasice stau la baza scrierii fabulelor, epistolelor §i prozei ale scriitorului. 

Spre deosebire de Ion Heliade- Radulescu ce poate fi caracterizat mai intai un om de 
cultura §i apoi un scriitor, Grigore Alexandrescu a preferat o pozifie indirecta de implicare in 


1 Florea, Iacob, 2006: 14 
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demersurile pentru modemizarea limbii romane literare, utilizand crea^ia artistica drept model 
al miscarii pasoptistc. 

Lexicul operelor lui Grigore Alexandrescu abunda in arhaisme alaturi de neologisme, 
trasatura a perioadei de create, iar lipsa unor norme stabilite fac ca limba §i rima scriitorului 
sa para uneori neglijate. Tocmai de aceea, Grigore Alexandrescu considera lipsita de 
important poezia populara la care refuza sa apeleze in procesul de create, considerand 
aceasta parte a literaturii ca fund rudimentare. Aceasta opinie ii ingreuneaza scriitorului 
pa§optist scrierea in ceea ce prive§te gramatica.,deoarece ,, limba baladelor este fixata, iar 
stilistice§te, in limitele unei anumite gandiri poetice, dcsavarsita §i, daca poetul ar fi urmat-o , 
nu ar mai li fost victima suparatoarelor dibuiri gramaticale.” 2 

Grigore Alexandrescu refiiza limba poeziilor populare Hind de parere ca doar folosind 
o limba evoluata poti transmite idei §i trairi culte. 

Asemenea contemporanilor sai, Grigore Alexandrescu este profund influen|at de 
curentul latinist, fapt ce conduce la numeroase schimbari de ordin lexical la cdifiilc de poezii, 
autorul dorind sa inlocuiasca arhaismele cu neologisme, §i de asemenea cuvintele de origine 
latina sa ocupe locul celor de origine slavona. 

Mai mult decat atat, edifiile de poezii din : 1832, 1838, 1842, 1847 §i 1863 prezinta 
elemente diferite de ortografie, intrucat se tine cont de locul unde sunt tiparite, pentru a pastra 
trasaturile dialectelor( muntenesc sau moldovenesc). 

In cazul lui Grigore Alexandrescu, interesele poporului roman primeaza in fata celor 
personale, el devenind vocea constiintei colective, a trairilor sociale, neputand pune la 
indoiala apartcncnta la pa§optism, Hind numit de unii critici drept primul poet modern. 

Silvian Iosifescu este de parere ca„ Nu putem spune ca fara el n-ar fi existat 
Eminescu, dar e probabil ca vocea lui Eminescu n-ar li sunat tot a§a.” 3 , astfel i se rccunoastc 
meritul de precursor a lui Grigore Alexandrescu. 

in cazul lui Grigore Alexandrescu se poate aduce in discupe dualismul creativ; cu 
toate ca simte iubirea, tristctca, deznadejdea, Grigore Alexandrescu ramane in esenta un om al 
ra|iunii, al ideii §i dupa aceea al sentimentului, intrucat el nu se poate lipsi de firea sa de 
moralist, trasatura observata de Horia Badescu care afirma in studiul sau biografic: ,, 
Dinamica sentimentului ramane, oricat ar vorbi el de inima si suflet, una exterioara, fara 
acordul grav §i interiorizat gnomismul atat de propriu si de sincer al moralistului din poemele 
cu caracter social este aici fara suport, coresponden|ele sunt picturale §i nu de consonant 
ritmica." 4 

Mai mult decat atat, in cazul lui Grigore Alexandrescu, constiinla nu este una 
personala menita sa releve ideile §i sentimentele scriitorului, ci devine o con^tiinta colectiva, 
ce reprezinta interesele si sentimentele unui popor, Grigore Alexandrescu devenind vocea 
idealurilor poporului roman si reprezentant al luptei sale. 

La nivel figurativ, poezia lui Grigore Alexandrescu pare simpla, cum remarca criticul 
George Calinescu,, e o poezie in carbune, lipsita de culoarea metaforei." 5 

Cu toate acestea, la o vedere de profunzime, figurativul nu lipscstc din lirica romantica 
a poetului, avand ca sursa principals poezia lui Lamartine, a carui ideologic legata de via(a 
este sursa de inspira(ic, fara a afecta insa autenticitatea operei poetului roman. 


2 Calinescu, 1962: 184. 

3 Iosifescu, 1965:36 

4 Badescu, 1981:11 

5 Calinescu, 1962:165 
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Se cultiva astfel in lirica lui Grigore Alexandrescu dorin^a de izolare in mediul rural, 
departe de viat,a agitata a ora§ului deoarece omul trebuie sa aiba o viat,a simpla, mediocra 
pentru a- §i gasi fericirea. 

O succinta caracterizare a lui Grigore Alexandrescu este redata de Silvian Iosifescu 
afirmand ca: „Mulp 1-au considerat ( pe Grigore Alexandrescu) drept un produs de metisaj, un 
amestec de romantism si clasicism. De fapt, el este un romantic printre clasici si un clasic 
printre romantici. Cu alte cuvinte, e un scriitor de tranziticf. ,).” 6 

Grigore Alexandrescu este un scriitor de tranzipc deoarece scrie intr-o perioada de 
mari schimbari, in care vechiul se imbina cu noul. Pentru acel timp in care publica Jimbajul 
este unul obisnuit, fara dificultali de in(clcgerc, trasatura specified poeziei din Muntenia, iar 
Grigore Alexandrescu „sta intre Eliade §i Al. Macedonski, ca poet curat eufonic, transcriindu- 
§i ideea racinian, in pura melodie”. 7 
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FRANCO BIONDI AND THE PHOTOGRAPHS OF „DOUBLE 

ESTRANGEMENT" 


Roxana Sinziana Rogobete 
PhD Student, West University of Timisoara 


Abstract: A genuine example of a Gastarbeiter, the Italian Franco Biondi ist one of the first to support 
the publications in Italian language from Germany, having also contributed to the initiation of a 
literary platform for cultural exchange. The switch to the German language is made gradually, 
therefore the experience is the one to determine the proper language of expression: German and 
Italian do not exclude one another, but are complementary. Our study focuses on the two essential 
components of his texts {the socio-cultural background, on one hand, and the individual with his own 
inner abysses, on the other hand), the most important of them being gathered in the volume 
Passavantis Riickkehr, where also the feeling of,, double estrangement” is dealt by migrants. 


Keywords: Franco Biondi, guest-worker, „ double estrangement ”, ghettoisation, Passavantis Riickkehr 


Autentic reprezentant al Gastarbeiterilor, italianul Franco Biondi se naste in Forli in 
1947, iar in 1965 pleaca in Germania Federala sa lucreze in fabricile din jurul orasului Mainz. 
In perioada anilor 1970 incepe sa si publice primele poeme in publicatiile de limba italiana 
din Germania 1 . Reuseste sa isi termine studiile in Germania si obtine o diploma in psihologie. 
Imigrarea in RFG a avut ca model plecarea tatalui sau si era initial gandita ca Find una 
temporara. Din 1975 incepe sa scrie in revista fondata de Gastarbeiteri italieni - 1 Quaderni 
del Mulino, primele poeme publicate fiind Corsa verso il mito (1976), Tra due sponde (1978), 
Verhaltnis zwischen ich, du, er, respectiv Ich weigere mich, ein Metallstiick zu werden. 

In 1975 apare R.F. T. una favola, iar in 1978 ii apar piesa de teatru Isolde e Fernandez , 
in aceeasi revista II Mulino, dar si Dramma in 13 Quadri. In acelasi timp publica o serie de 
articole: Cultura dell ’Emigrazione e Movimento Operaio (12.12.76), respectiv Letteratura 
Operaria (19.12.76) in Corriere dltalia 2 . Colaborand cu Werkkreis Literatur der Arbeitswelt 
incepe sa scrie si in limba germana, apoi face parte din ALFA (Associazione Letteraria e 
Facolta Artistiche), fiind convins ca este necesar un mediu literar in care si Gastarbeiterii sa 


1 http://www.franco-biondi.de/seiten/schriftsteller.html , accesat ultima data la 5 noiembrie 2016. 

2 Vezi Rosaria Pugliese, Franco Biondi - Grenzganger der Sprachen, Wanderer zwischen den Kulturen, Frankfurt am Main, 
Peter Lang Verlag, 2006, p. 10. 
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se exprime. Din 1980 se distanteaza de grup pentru ca nu vrea sa isi limiteze cercul si targetul 
la italieni si fondeaza PolyKunst Verein si Siidwind Gastarbeiterdeutsch, introducand, in 
1981, impreuna cu Rafik Schami, si ideea unei Literaturi der Betrojfenheit, o literatura a 
„constemarii”, a „contradictiei”. Reorientarea spre limba germana este explicate intr-unul 
dintre programele redactate alaturi de Schami: 

Dies geschieht nicht zur Diskriminierung und aus Ablehnung ihrer Herkunftssprache. [Es ist] die Suche 
nach einer gemeinsamen Perspektive [...] dadurch die deutsche Literatur mit neuen Elementen 
bereichert wird: Der Umgang mit der Sprache und mit der Form ist in verschiedenen Landern und 
Sprachgebieten sehr unterschiedlich, und die deutsche Alltagssprache der Gastarbeiter hat ebenfalls ihre 
spezifischen Eigenarten, die die allgemeine Situation widerspiegeln und durch die die deutsche Sprache 
eine andere Beleuchtung bekommt, eine neue Mitteilungskraft und -tiefe 3 . 

Primul volum ca autor unic este publicat de Biondi in 1979 si este unul de poezii, 
Nicht nur gastarbeiterdeutsch, insa va ft cunoscut mai degraba in anii 80 pentru volumele de 
proza. Printre publicatiile lui Biondi se numara: Passavantis Riickkehr. Erzahlungen 1 
(Fischerhude, Atelier im Bauemhaus, 1982, povestiri), Die Tarantel. Erzahlungen 2 
(Fischerhude, Atelier im Bauemhaus, 1985, povestiri) Abschied der zerschellten Jahre (Kiel, 
Neuer Malik Verlag, 1984), Passavantis Riickkehr (1985, povestiri), Die Unversohnlichen - 
Im Labyrinth der Herkunft (Tubingen, Heliopolis, 1991, roman), In deutschen Kitchen 
(Frankfurt am Main, Brandes & Apsel, 1997), Der Stau (Frankfurt am Main, Brandes & 
Apsel, 2001, roman), Giri e rigiri, laufend (Frankfurt am Main, Brandes & Apsel, 2005, 
poezii in italiana si germana), Karussellkinder (Frankfurt am Main, Brandes & Apsel, 2007, 
roman), Kostas’ stille Jahre (2012), alaturi de multe antologii care includ texte ale autorilor 
migranti. 

In 1983 (7 iulie), impreuna cu Aras Oren, primeste un premiu al Academiei Bavareze 
pentru Arte Frumoase - Forderpreis der Bayerischen Akademie der Schonen Kiinste. Pentru 
receptorul german, Biondi a venit deseori „la pachet” cu Gino Chiellino, desi cei doi provin 
din rnedii sociale complet diferite (Chiellino venind in Germania in mod expres pentru a 
preda, ajungand apoi in mediul academic). Un factor care a intarit acest lucru a fost si 
acordarea, in 1987, premiului Adelbert-von-Chamisso de catre aceeasi Academie Bavareza, 
dar finantat de fundatia Robert Bosch si de Institut Deutsch als Fremdsprache. Desi este 
impotriva unor termeni pe care ii considera peiorativi, dar care au fost promovati odata cu 
premiul Chamisso, Biondi aminteste pe site-ul sau, la capitolul devenire artistica, tocmai 
aceasta recunoastere. Prin urmare, este un motiv de lauda... sau nu? Cu toate ca are destule 
volume publicate, la acordarea premiului Chamisso Biondi a subliniat lipsa unor edituri care 
sa sprijine constant autorii proveniti din alte culturi, desi existenta distinctiei ii scoate in fata 
publicului: „die Grundfrage, dass Autoren auch eine kontinuierliche 

Publikationsmoglichkeiten brauchen, ist nicht gelost” 4 . 

In ceea ce priveste traducerile in alte limbi si accesul la un alt public decat cel german, 
Biondi a publicat un volum interesant din acest punct de vedere: Giri e rigiri, laufend confine 


3 In Franco Biondi, Rafik Schami, „Mit Worten Bracken bauen! Bemerkungen zur Literatur von Auslandem”, in volumul 
Rolf Meinhardt (Hg.), Tiirken raus? Oder Verteidigt den sozialen Frieden, Rowohlt Verlag, Hamburg 1984, p. 66-77: ,Acest 
lucru nu se intampla pentru a discrimina si respinge limba materna. [Este] o cautare a unei perspective comune [...] prin care 
literatura germana va fi imbogatita cu noi elemente: utilizarea limbii si a formei este foarte diferita in tari si spatii lingvistice 
distincte, iar germana cotidiana a Gastarbeiterilor are caracteristicile specifice, care oglindesc situatia generala si prin care 
germana primeste o noua lumina, o noua putere si profunzime a comunicarii” [trad, noastra], 

4 in Franco Biondi, Werkheft Literatur , hrsg. von Rudiger Krechel, Ulrike Reeg, Mimchen, Iudicium-Verlag, 1989, p. 23. 
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doua cicluri de poeme, primul scris in italiana (cu unele influence din dialectul din zona 
natala: „I mir zir”, „Gli miei giri” 5 ) si adaptat in germana de catre autor. De ce adaptate, iar nu 
traduse? Pentru ca „[a]nders als der Ubersetzer, der ein Werk in eine andere Sprache ubertragt 
und dabei einen Zwang zur Ubertragungstreue hat, verfiigt der zweisprachige Lyriker iiber die 
wunderbare Moglichkeit, die gleichen Wahmehmungen, Gedanken und Gefiihle in zwei 
Sprachen sprechen zu lassen” (p. 119). A1 doilea ciclu, Laufend, este scris intai in germana, 
apoi adaptat in italiana. Intregul volum marcheaza cautarea unui „acasa”, care uneori nu mai 
este reprezentat nici de familie: „qui / non ha parole / il mio quotidiano tedesco” / „hier / hat 
mein deutscher Alltag / keine Worte” (p. 12/13); „ritomato nella mia casa estranea / non 
riesco a ritornare“ / „zuruckgekehrt in mein fremdes Zuhause / gelingt es mir nicht 
zuriickzukehren“ (p. 72-73); „wo bin ich hingekommen? / wo lauft blob die Heimat hin? / [...] 
bin ich in einem Zuhause angekommen / das ihr Heimat nennt? / [...] und wo lauft mein Sohn 
hin? / ist er meine neue Heimat geworden?” / „dove sta andando la patria? / dove sono andato 
a finire io? / [...] sono giunto in una casa / che voi chiamate patria? / [...] e dove sta andando 
mio figlio? / sta diventando lui la mia patria?” (p. 86-87). 

Varietatea lingvistica nu se opreste aici, ci se observa si in utilizarea dialectala ori a 
diferitelor registre ale limbii (sau a experimentului literar, precum in versurile „mult - ipli-se- 
ziere sch / warz ro / t go / Id in die hei / mat dazu di / vidiere / die kult / huren mal hund / ert 
und sub / traktiere / die minder / heit-er zu null dann bi / st du multikuh / turell beim orga / 
smus mit dem ham-mel / salat und i / ch mit die / sem hal / b(zweitwert)en ge / dicht’’ 6 , in care 
se joaca neincetat cu silabe si litere), fapt ce se regaseste si in proza: 

Biondi si sbizzarrische poi con una molteplicita di varieta linguistiche del tedesco che connotano la 
parlata di tutti i personaggi, passandao da una lingua standard a un linguaggio fortemente colloquiale 
[...], a un linguaggio specialistico legato alle fabbriche e a certi particolari processi di lavorazione dei 
materiali, fino ad arrivare alio strano idioleto della voce narrante. [...] Questo particolare modo di 
incrociare, creare scarti e vistosi scivolamenti fra lingue, personaggi e territori non ha niente a che 
vedere con la riproduzione di una variegata totalita socioculturale, non e al servizio di un romanzo 
etnografico, ne e un veicolo transparente di una „realta” predeterminata. [...] Alcontrario, [...] uno 
strumento con il quale spezzare una corrispondenza diretta fra lingua e territorio, origine e 
appartenenza. [...] La lingua di Biondi e un luogo di intersezioni e contatti che rappresentano un farsi 
culturale in corso, un progetto di comunita transculturale in divenire 7 . 

Pentru Rosaria Pugliese, central in textele lui Biondi ramane „der Bruch mit der 
Herkunft und der Prozesse des Zur-Sprache-Kommens, der sich im Medium der Sprache 
bildenden Identitat” 8 . 

Prima povestire, Die Heimfahrt (Cdldtoria spre acasa), a fost scrisa in 1979 si il 
prezinta pe naratorul-personaj (plecat de cinci ani din Italia) gandindu-se la locurile natale si 
la familia sa (sotia Concetta si copiii Maria si Pippo), remetnorand plecarea si despartirea de 
la gara, cand si-a luat ramas-bun crezand ca pleaca pentru maxim doi ani: „Am Bahnhof 


5 In postfata volumului autorul explica dialectul „romagnolisch”, din provincia Emilia-Romagna, unde se afla Forli: primul 
ciclu este legat de un tur de lecturi prin Italia cu institutul Goethe in 1989, din Milano la Palermo, din 1989 pana in 1993 a 
scris 49 de poeme in italiana, din care 36 sunt in acest ciclu. Al doilea ciclu are 39 de poeme, scrise intre 1995 si 2004, pe 
care le traduce in italiana incercand sa descopere logica unui cotidian transpus in limba materna: „Wie wiirde die Logik 
meines deutschen Alltags auf Italienisch klingen?” (p. 118). 

6 In volumul Ode an die Fremde, Sankt Augustin, Avlos Verlag, 1995, p. 151. 

7 Federica Marzi, In terra straniera. Rappresentazioni e scritture delTaltro neU’emigrazione italiana in Germania, Udine, 
Campanotto Editore, 2014, p. 95. 

8 Rosaria Pugliese, op. cit., p. 10. 
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waren wir aneinandergeschweifit, als der Zug kam. Wir kussten uns, und unsere Tranen 
schmeckten bitter. Nur fur ein Jahr, hochstens fur zwei, trosteten wir uns. Inzwischen waren 
funf Jahre weg, und meine endgiiltige Riickkehr lag noch in weiter Feme” 9 . Supravietuirea nu 
ii este asigurata de salariul pe care il castiga, ci de scrisorile de acasa, care vin o data la doua 
saptamani: „Ohne Post von zu Hause - ja, da ware ich langst verriickt geworden” (p. 9). 
Intreaga existenta se desfasoara, mecanic, pe trei paliere: lucrul in fabrica, divergentele cu 
ceilalti locatari, legate de utilizarea toaletei si a bucatariei, respectiv dorul de casa. Fiecarui 
aspect ii este rezervat un anumit spatiu: fabrica, baraca, locuinta familiei (ultima Hind 
reconstruita doar prin rememorare): „meine Gedanken endeten schlieBlich immer nur in drei 
Kreisen: die Arbeit und der Arger im Betrieb, die taglichen Zankereien mit den anderen 
Barackeneinwohnem wegen das Bad-, Toiletten- und Kuchenbenutzung und das zu Hause” 
(p. 10). Golul interior este provocat de distanta de cei dragi, dar este accentuat si de 
exterioritatea ostila, caci atmosfera nu il invita decat la sinucidere: 

Und wenn es tagelang regnete, sail ich am Fenster und schaute zum leeren Platz hin, versenkt in tiefe 
Trailer. Ea kamen Momente, in denen mir alles gleichgiiltig war: die Arbeit, das Barackenleben, mein 
Dorf und meine Familie. Ich fuhlte mich leer und gleichzeitig innerlich angespannt und wiinschte mir, 
bald zu sterben. Ich fliichtete in Erinnemngen, zu der Zeit, in der ich nicht einmal im Traum an die 
Emigration, an die Arbeit im Ausland dachte. [...] Und sobald ich nur konnte, ging ich zum 
Hauptbahnhof, in die Stadt, um die aus Siiden kommenden Ziige zu sehen, die vertraute Luft 
mitschleppten. Ich genoss sie (p. 10). 

Trenul este cel care aduce adierea de acasa, a sudului, aducandu-i aminte de caminul 
de unde 1-a luat si catre care il va duce candva inapoi. Cu tristetea protagonistului rezoneaza 
Hansi, nebunul satului german, ramas singur dupa ce toti membrii familiei fusesera rapusi, 
sub o forma sau alta, de razboi (sotia moarta din cauza unei bombe, fata intr-un spital de 
psihiatrie, firatii impuscati de nazisti): „«Du viel Schmerz in Deutschland, gell?» [...] «Ich 
verstehe, ich kenn das vom Krieg: schlecht allein.» Er klopfte sich auf die Brust. «Hier, 
verstehst, viel Schmerz»” (p. 12). Hansi ii sugereaza sa isi aduca familia in Germania sau sa 
piece, insa personajul mai are 94 de zile si primeste concediu sa mearga la familie. Departarea 
de familie si suspiciunile pe care le are un coleg fata de sotia sa nu il fac mai „sanatos” decat 
Hansi, iar naratorul incepe si el sa aiba indoieli fata de Concetta, analizand ultimele scrisori 
trimise de aceasta, in care replici patetice (dar care ii sunt necesare) precum „Du fehlst uns, 
komm, ich glaube zu sterben ohne Dich”, „Die Kinder vermissen Dich, ich such Dich im Bett, 
und Du bist nicht da. Aber ich warte sehnsuchtig auf Dich“, „Wir brauchen Dich“ 10 (p. 20) 
lipsesc. 

O alta despartire de familie este figurata in povestirea cu acelasi nume, Die Trennung 
(1981), publicata si in volumul colectiv Annaherungen, Siidwind Gastarbeiterdeutsch CON * 11 , 
in timp ce textul Selbst das Bett versteht mich nicht (Nici patul nu ma mai intelege, 1979) 
mentioneaza pericolele emigrarii („Der Mensch in der Emigration lebt unter Gefahren”, p. 


9 Franco Biondi, Passavantis Riickkehr, Erweiterte Ausgabe, Miinchen, Deutscher Taschenbuch Verlag, 1985, p. 9: „La gara 
stateam lipiti cand a venit trenul. Ne-am sarutat si lacrimile noastre aveau gust amar. Numai pentru un an, maxim doi, ne 
consolam. Intre timp au trecut cinci ani, iar intoarcerea mea definitiva era inca departe” [trad, noastra], 

10 Idem, Ibidem, p. 20: „Ne lipsesti, vino, cred ca voi muri fara tine”, „Copiii iti due lipsa, te caut in pat si nu esti aici. Dar te 
astept cu dor”, ,Avem nevoie de tine” [trad, noastra], 

11 Annaherungen, Siidwind Gastarbeiterdeutsch CON, Herausgeber: Franco Biondi, Jusuf Naoum, Rafik Schami, Bremen, 
Edition CON. 1982, p. 96-107. 
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36), dar si iluziile acesteia: „In der Emigration sollt Ihr Euch keine Illusionen machen. Nur die 
naiven machen sich Illusionen” (p. 36). 

Povestirea Passavantis Riickkehr (Intoarcerea lui Passavanti ) apare prima data in 
volumul Erzahlungen 1 in 1982 12 , Hind republicata in 1985 si consecinta directa a expert entei 
lui Biondi. Personajul eponim a lucrat in constructii in jurul satului natal, inainte de a ajunge 
in RFG. In 1960 firma intra in faliment, Passavanti merge la Verona si, dupa un examen 
medical, primeste permisiunea de a calatori in Germania pentru a lucra - in jurul orasului 
Mainz. Se intoarce in Italia inainte de Craciun, crezand ca o va face pentru totdeauna, iar ceea 
ce aduce cu sine nu este un semn al bunastarii mult asteptate: „ Er fuhr nach Deutschland mit 
einem Pappkoffer, und mit einem solchen kehrte er zuriick”. Passavanti nu este primit insa cu 
bratele deschise de comunitatea din care a plecat, caci aceasta are experienta altor locuitori 
intorsi in Italia cu o atitudine aroganta. Desi cei mai multi nu stapanesc germana, sunt 
catalogati drept straini exact de cei care ar trebui sa le fie familiari dupa periplul in 
strainatate 13 : „Obwohl die meisten von ihnen kein richtiges Deutsch konnten, wurden sie die 
»Deutschen« genannt” (p. 40). In acest fel, Biondi figureaza fenomenul dublei strainatati 
(„doppelte Fremdheit”) cu care se confrunta emigrantii. 

Daca in Passavantis Riickkehr fotografiile surprindeau o ipocrita bucurie, in Das 
Photo (1980) este prilejul unei comunicari interioare cu cei ramasi acasa. Pe drumul cu trenul 
catre fabrica Opel, Peppino (care a petrecut 4 ani in Elvetia, apoi 16 in Germania) se uita la 
fotografia de familie si se adreseaza celor dragi. Fata sa, Anna, are doi copii (Rina si Mario) si 
a ramas vaduva, iar sotia Angelina a ramas cu fiul lor, Rino. Peppino a incercat sa o aduca pe 
Angelina in Germania, insa starea ei de sanatate s-a inrautatit, astfel incat singura solutie 
pentru ei a ramas despartirea: 

aber du bist krank geworden, hast das Klima nicht vertragen, die Einsamkeit, die enge Wohnung. Du 
konntest dir nicht vorstellen, ein Leben lang in diesem Land. So blieb fur uns nur die Trennung, die 
Trennung der Emigranten, iibrig. Vier Wochen im Jahr diirfen wir uns sehen, seit sechzehn Jahren, vier 
Wochen im Jahr, uns sehen, beriihren, lieben. Was ist das fur ein Leben, was fur ein Eheleben! (p. 72) 

Singura posibila alinare este data de telefonul pe care il poate da o data pe saptamana, 
de aduce iluzia prezentei si atingerii femeii iubite, dar care dubleaza costul intretinerii: 

Aber vorerst bleibt die Entfernung zwischen uns beiden. Zweitausendvierhundert Kilometer lang ist der 
Biirgersteig zwischen uns, zwischen mir und der Familie. [...] Manche Freunde sagen, durch das 
Telefon konnen Emigranten an der Muschel mit der Ehefrau lieben. [...] Einemarkfunfzig je Minute. 
Worte, hastig miteinander gewechselt, und die Vorstellung deines Gesichtes, deiner Haut, wahrend des 
Gesprachs (p. 72). 


12 Franco Biondi, Passavantis Riickkehr. Erzahlungen 1 , Fischerhude, Ateliern im Bauernhaus, 1982. 

13 Neapartenenta definitive la una dintre cele doua culturi este subliniata si in Und nun schieben sie mich ab (1979) din 
acelasi volum, unde naratorul declara ca nu poate fi italian daca abia a vizitat acea tara, daca vorbeste doar fragmental - limba 
(„Mein Vater sagte mir immer, dass ich Italiener sei. Ich habe es auch geglaubt, am Anfang. Aber wie kann ich Italiener sein, 
wenn ich seine Heimat nur ein paarmal im Urlaub gesehen habe? Wie kann ich es sein, wenn ich seine Sprache nur 
bruchstiickweise kenne? Hatte er nicht gemerkt, dass ich, seitdem ich zur deutschen Schule ging, nur deutsch mit ihm redete? 
Hatte er nicht gemerkt, dass ich viele seiner Brauche nicht akzeptieren will? Aber vielleicht ist es mehr: Ich fuhle mich nicht 
als Italiener; ich kann es nicht und will es nicht - seiner Heimat ist nicht meine Heimat”, p. 169), insa nici in Germania nu s-a 
putut integra („Auch als Deutscher kann ich mich nicht fiihlen. Sie haben mich nie als solchen wahrgenommen, und ich bin 
es auch nicht. Und ich will es auch nicht mehr. Es ist auch nicht mehr wichtig, was ich bin. Es ist iiberhaupt nicht mehr 
wichtig”, p. 169), identitatea sa neputand fi definite. 
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Tehnica aduce, astfel, doar un simulacru, pe care trebuie sa il mai suporte timp de 
cinci ani: „Wir emigrieren nach wie vor, und die Technik bringt uns nur den Ersatz einer 
Sehnsucht, nicht die Aufhebung der Emigration!” (p. 73). 

Diversificarea tematica progresiva a textelor lui Biondi este semnul devenirii ca 
scriitor, dupa Chiellino 14 . Desi se declara mult mai apropiat de limba germana, a cotidianului 
si a literaturii in care scrie („Mit der deutschen Sprache bin ich vertrauter als mit der 
italienischen” 15 ), Biondi isi pastreaza jumalul in italiana, sernn ca fondul interior este inca 
ancorat in cultura italiana. 
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PAUL GOMA. L'ARCHITECTONIQUE DU RECIT. LES FACETTES 

DE BONIFACIA 


Mariana Pasincovschi 
PhD, Indep. Researcher 


Abstract: Part of an extensive study, the text is a radiography of the novel Bonifacia, noting the becoming of a writer 
by reconstructing the predominant literary climate and the competition for influence. Trying to understand his epoch, 
combin ing in it the justice and the an thropology, the narrator favours the first one, only after valuing the second one. 
In this way, the central leitmotif like the novel itself, becomes the sum of successive discoveries of situations, people, 
vices, virtues, in favor of a simple, ordinary humanity, opposed to the abstraction which leaves no room for any being. 
This is how a sentimental headline becomes the occasion of some reflections about the society based on personal gain, 
but claiming the welfare of the people, and propagated to collective evil, entered into the flesh and in spirit of the same 
addressee. In this context and on this scale of the reversal of values, Bonifacia can only be, literally, a mask of the 
society where everyone wants to do well. 

Keywords: Paul Goma, Bonifacia, society, literary climate, humanity. 


« "L'obsession de la moisson et l'indifference a l'histoire, ecrit admirablement Rene Char, sont les deux 
extremites de mon arc." Si le temps de l'histoire n'est pas fait du temps de la moisson, l'histoire n'est en effet qu'une 
ombre fugace et cruelle ou l'homme n'a plus sa part. Qui se donne a cette histoire ne se donne a rien et a son tour n'est 
rien. Mais qui se donne au temps de sa vie, a la rnaison qu'il defend, a la dignite des vivants, celui-la se donne a la terre 
et en regoit la moisson qui ensemence et nourrit a nouveau. [...]La vraie generosite envers l'avenir consiste a tout 
donner au present». 


ALBERT CAMUS 
L'homme revolte 

Ecrit en 1983 a Paris (et publie dans une version abregee traduite en ffangais chez Albin Michel en 
1986 et en roumain - aussi en version abregee - a Omega en 1991, puis en 2006 a Anamarol), le roman 
Bonifacia fait reference, de maniere biographique, aux annees de ses deuxiemes etudes de 1965 quand, 
suivant le « decret Ceausescu », les anciens prisonniers politiques pourraient reprendre leurs etudes dans la 
premiere annee. Dans ce contexte de liberalisation apparente, on voit l’emergence d’un narrateur timide, 
confus, a la limite de la subsistance, dans un Bucarest rigide et bureaucratique, avec une architecture 
monumentale et oppressive en accord parfait avec la foule uniformement grise et pauvre a la fois. 

Ainsi, le lecteur est invite a decouvrir, a travers les yeux du recent encore-une-fois etudiant de la 
Faculte de philologie, rentre apres onze ans d'absence (etouffante et trop presente dans les « hautes » spheres 
dominantes de Jilava, Gherla et de sa residence obligatoire), la societe, le milieu universitaire, politique, 
economique, culturel et celui des ecrivains et les relations entre eux. Tout, bien sur, dans un cadre construit 
selon les regies, mais pas sur la mesure d’un homme. En outre, toute l'atmosphere est illustree par une 
narration homodiegetique ou la perspective narrative du personnage-narrateur (l’ego narrateur) est identifie 
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avec celle du personnage-acteur (l’ego narre) pour concevoir de la maniere la plus frappante les trois spheres 
dans lesquelles il se deplace durant le recit: 1’University le restaurant de 1’Union des ecrivains et la maison 
de l’antiquaire Sterescu ou il vit. En fait, ces topos se completent, s’equilibrent et s’entrelacent a travers une 
composition triptyque dont faction, au-dela du plan retrospectif de la deuxieme partie et celui preliminaire de 
l’incipit, se deroule en une seule journee, Une vie dans un jour, avec reference intertextuelle et 
paraphrastique evidente au texte de Soljenitsyne, Une journee d'lvan Denissovitch. Montage narratif (et 
affectif) fait intelligemment par la compression temporelle en reponse au regne de / ’Empire sur l'espace et le 
temps (en realisant «le passage dialectique du gouvernement des personnes a fadministration des choses, 
mais en confondant la personne et la chose ») (Camus 2011 : 470) et sur la demonstration que la realite 
depasse la fiction et le la vraie tragedie l’emporte sur les tragedies imaginaires. 

Ce qui est revele alors est que, contrairement a d'autres ecrits, le volume est plus accessible grace a 
fexistence d’un sujet, en principe difficile, voire carrement impossible d’etre narre (et resume) par un 
ecrivain comme Paul Goma. Cette fois, cependant, la dialectique du narrateur est directement proportionnelle 
a l’ecriture dans laquelle elle est refletee. Mais pas avec la linearite qui va dans le sens deja familier du 
suspense, des detours et de la simultaneity en donnant l’impression d’une acceleration du rythme narratif et 
en gagnant en tension et credibility 

Et pourtant, quel est le sujet de Bonifacia? De fag on generate, le roman marque le devenir d’un 
ecrivain, en reconstruisant le climat litteraire predominant et la concurrence pour l’influence dans un etat 
avec une intelligentsia culturelle a son image, qui controle ses subordonnes par des strategies remuneratrices, 
coercitives, normatives ou symboliques et ideologiques, par (ou non) respect a l’adhesion a « l’lmperialisme 
de la justice legitimant finjustice ». 

Le heros du roman, le narrateur autobiographique, est prie par son ami Alec (en fait, l’ecrivain Al. 
Ivasiuc), ancien collegue de prison, actuellement un populaire litterateur precieux et fonctionnaire a 
l’Ambassade americaine, d’obtenir du papier supplemental pour la publication a grand tirage d’un ouvrage 
a l’aide d’une camarade de Faculty Bonifacia (Adelina) Franculescu, la niece d’un influent militant de parti 
(«niece de la Rehabilitation») et la fille d’un socialiste puissant (« fille de la Reedition»), capable 
d’approuver (ou de rejeter) les parts de papier. La demande, ou plus exactement le service demande survient 
dans le contexte d’une « dette amicale » envers celui qui, depuis une an et deux mois, le « soutient» 
occasionnellement avec des invitations au restaurant de l’Union des ecrivains, des cigarettes et meme avec 
de l'argent. Soutien ne depassant, cependant, le cote physiologique, materiel. En ce qui concerne le 
debut, « l’ami» du narrateur est impuissant: « il faut aborder la situation de maniere logique, c’est-a-dire, 
publier premierement dans des revues periodiques, et juste apres penser au volume... ». Surtout quand tu as 
le malheur d'etre connu, incommode, tapageur, turbulent, quand c’est toi le « Cas ». C’est ainsi que, a 31 ans, 
1’ancien prisonnier politique est confronts a une realite atroce : en travaillant seulement comme main- 
d’oeuvre non qualifiee, en louant une chambre etroite de deux metres dans le grenier de l’antiquaire Sterescu, 
en vivant dans une modestie infirme et en etant oblige d’endurer toutes sortes d’humiliations pour garder sa 
bourse, son unique source de revenus, tout en faisant preuve de comprehension et d’honnetete envers ses 
anciens collegues, maintenant assistants a la faculty embarrasses par cette nouvelle situation. En outre, 
comme si tout cela ne suffisait pas, il est soupgonne par la securite de produire de la litterature interdite et est 
« visite » regulierement et sans preavis pour etre fouille. 

£a c’est l’ambiance du debut du roman representant le narrateur qui reflechit au service demande et a 
la personne intermediate afferente qu’il ne connait que tres peu, depuis les cours, et en vue de laquelle il doit 
aller au-dela de l’etape de l’attouchement des genoux pour atteindre le « stylo » approbateur du supplement. 
Cette meditation trouve son expression dans le leitmotiv principal, « c’est maintenant que je le decouvre ». 
Mais le rythme se precipite : on y trouve une serie de coincidences (non-contingentes, comme nous le 
verrons) a la Caragiale, ou Bonifacia lui fait une visite, lui offre son intimite, en confisquant la sienne, lui 
induit le sentiment d’impuissance et lui propose (une proposition-obligation) une survie larvaire avec des 
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conditions de confort optimal pour la creation. Sans pourtant oublier de lui faire comprendre qu’elle est au 
courant du fait qu’il ecrit de la litterature interdite. Apres avoir atteint ce point, Bonifacia disparait. Trois 
semaines plus tard, elle revient completement changee : a partir de l’etre « gros comme une baleine » qui 
« dort pendant les cours et mange tout le temps », elle devient maigre et « belle a croquer ». Transformation 
qui se reflete sur son langage et la rend meconnaissable dans le contexte du changement de nom et d’une 
nouvelle disparition soudaine. Tout cela se passe dans des conditions des raids de securite, de la peur et de la 
reeducation du bandit et du debut dans la revue « Luceafarul » a Tinitiative des ecrivains oniriques. 

La reconstitution du climat litteraire et social en vigueur, ainsi que l'amalgame d’evenements qui se 
succedent selon la rigueur des regies implacables revelent une conscience scissionnee, confuse a cause d’un 
renversement total des valeurs. Quel monde est normal ? Celui de la prison, du domicile obligatoire ou celui 
actuel, de la liberte ? Lorsqu’on est le produit d'une epoque de fortes interferences et contradictions, la clarte 
absolue n’est aucunement possible. L’ambigui'te dans ce domaine est dans son element. Le maintien de 
l’equilibre est realise se fait sur un plan en pente, evoquant la dialectique de la domination et de l'esclavage. 
Dans ce sens, le devoir du temoin est non seulement de dire, pour etablir la verite, non plus seulement de 
juger, pour revitaliser les principes de la justice, mais plutot de comprendre. Pourquoi et comment le mal 
s’est-il produit ? C'est ainsi que, dans ce royaume de la grace et de la justice, le narrateur lance une tentative 
de comprendre son epoque. En combinant la justice et l’anthropologie, le narrateur donne preference a la 
premiere seulement apres avoir mis en valeur la seconde. De cette fac^on, le leitmotiv central, comme le 
roman lui-meme, est la somme des decouvertes successives de situations, de gens, de vices, de vertus, en 
faveur de l’humanite simple, ordinaire, opposee a T abstraction qui ne laisse pas de place pour les etres 
vivants. 

La semiologie narrative fonctionne dans le meme sens : des le debut, du titre meme, l'auteur propose 
un certain nombre de signes a partir desquels le destinataire puisse limiter l’indetermination du texte. Si, au 
debut, nous sommes tentes de superposer le nom du personnage a celui du titre, en invoquant, bien sur, une 
histoire d'amour - procedee, d’ailleurs, parfaitement legitime le contenu manifeste et celui latent, les 
references contextuelles, la division en chapitres, de meme que le leitmotiv, guident la lecture, organisent la 
signification et structurent l’intelligibilite du message. Car nous sommes dans la situation d’un titre avec des 
significations multiples. 

Ainsi, sous le rapport de la relation culture / pouvoir, la narration projette un « satellite socialiste » 
(Verdery 1994 : 46), dans le cadre duquel la bureaucratie d’etat devient le seul utilisateur et partisan de la 
culture : accroupie par le materialisme dialectique (qui « fa£onne les conditions sociales et politiques dans 
lesquelles l'homme cesse de savoir comment ecrire et de penser autrement ») (Milosz 2008 : 32), la culture 
subit un processus partiel de transformation en marchandise. L'attention accrue que le Centre attache a la 
course scientifique, en creant un role privilegie pour l'elite culturelle, developpe une concurrence pour 
l’influence, en decouvrant des talents endormis. Par consequent, « tout le monde joue et tout le monde sait a 
propos de l'autre qu’il joue » (Ibid : 75). C’est une option consciente et volontaire qui, decoulant des services 
effectues avec devotion pour le Parti, offre l’acces direct a un statut superieur ; a une stability materielle, 
doublee par une gloire professionnelle. En conclusion, nous parlons d’une epoque qui prefere la justice 
mutilee a une injustice generalisee et est fondee - en revendiquant la liberte des instincts, et non pas celle des 
principes - sur une technique de la prise de controle pour atteindre les objectifs ultimes avant Taffirmation 
exemplaire de ces objectifs. Enfin, c’est une periode ou tout est reduit a une « bienfaisance », soit pour une 
ascension sociale, de toute nature et par n’importe quel moyen, soit pour la survie, en revendiquant une vie 
en echange d'une autre et en eliminant tous les elements nuisibles a la cause. 

C’est ainsi qu’un titre apparemment languissant (et ceci n’est pas pour la premiere fois) (Voir Goma 
1991 et Goma 2009) devient l'occasion d’une reflexion d'une societe fondee sur le gain personnel, mais qui 
invoque le bien-etre du peuple, (selon le slogan affiche), et qui se propage dans des malefices collectifs, 
inscrits dans la chair et dans l’esprit du meme destinataire. Dans ce contexte et a cette echelle de 
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renversement des valeurs, Bonifacia ne peut etre, litteralement, qu’une masque de la societe ou tout le monde 
veut alter bien : « Nous sommes tous d’anciens prisonniers, maintenant liberes-arretables; 1’impartiality (et la 
durability) de nos relations est inversement proportionnelle a la quantity de « secrets » confiee a l’autre. Nous 
sommes devenus membres - conscients, dit-on - de la meilleure, de la plus juste et de la plus douce des 
societes (« la plus superieure », dit-on), et ceux qui luttent pour survivre a la mutation disent qu’une bonne 
personne n’est pas, comme avant, celle qui fait du bien aux autres, mais celle qui ne fait pas trop de mal... » 
(Goma 2006 : 138). 

Mais ce n’est pas tout: d’autre part, l’existence de l’ideologie obdge l’existence de l’outd qui puisse la 
materialiser. C’est un espace ou Bonifacia, le personnage, s’inscrit a juste titre, en alterant le concept de 
feminite. Sous le masque de la dimension affective et des moments de tendresse, ede n’est qu’une 
observatrice participative se dirigeant vers une organisation totale. Par consequent, ede n’est qu’un agent de 
la societe qu'elle represente et avec laquelle ede s’identifie dans la course pour une vie confisquee. 

Quelle est, cependant, f activity incitee de cette vie ? Et d’ou cette attraction irresistible et les offres 
totalement desinteresses de la part des femmes (Bonifacia et l’enseignante d’ancien slave) pour un « pere » 
non-realise, a la limite de la modestie, venant d’une Bessarabie divisee, etudiant en premiere annee ecrivant 
(ou transcrivant) quelque chose pendant les heures de cours ? 

II s’agit, bien sur, du sac avec «litint» (litterature interdite) trainant dehors, accroche sous l’avant- 
toit en plaque metallique et gardant le narrateur, aussi bien que le lecteur, dans un etat constant d'alerte. C’est 
parce que, dans la configuration d’une periode de controle interne absolu, c’est une breche permettant non 
seulement faeces a un luxe de l'intimite et, bien sur, de la liberte, mais surtout a la decouverte (ou de- 
recouverte) de la verite supreme. Position qui le rend « plus dangereuse que les armes, que les livres meme ». 
A cet egard, le mot « visite » de l’antiquaire Sterescu, souligne de maniere « subversive et hostile » et meme 
clandestine, bouleverse fordre naturel des choses, en instaurant un etat de peur et de tension caracteristique 
seulement a une societe de supervision : « Visite - je sens mon coeur s’arreter pour quelques longs instants ; 
et redemarrer en colere et effraye, en donnant des coups de pied, en me frappant douloureusement dans le 
ventre de l’interieur: visite ! [...] ils vont de nouveaux se mettre a fouiller, en labourant et en renversant 
toute ma maison, done ma petite chambre aussi, comme ils font deja fait deux fois en un an, seulement qu’ils 
n’ont rien trouve chez moi; car il n’y avait encore rien a trouver chez moi... » (Ibid : 51). En meme temps, il 
fournit des motifs pour l’apparition d’un monologue interieur, devenu leitmotiv secondaire par la frequence 
avec laquelle il se manifeste le long de l’ecriture : « "Sois sage, imbecile " (s.n.), lui dis-je doucement, comme 
a chaque alarme, depuis plus de dix ans (depuis que j’ai ete enrole dans l’annee...). "Sois sage, sinon on se 
noie tous les deux - veux-tu qu ’on se noie ?" (s.n.)... ». 

Par consequent, l’accent sur favertissement de la « visite » imprevisible transpose le roman dans un 
acte d'une piece dans laquelle le public attend fentree sur la scene d’un acteur enveloppe d'un effet de 
surprise prolonge par le long chemin du premier etage avec fescalier en bois et un petit fragment d’escalier 
en ciment avec la fenetre-avec-le-sac, et le dernier fragment, celui d'une chambre avec une porte avec des 
« difficultes-permanentes-temporaires » de fermeture. En tout cas, c’est une cellule en liberte ou le detenu se 
trouve dans un etat conscient et permanent de visibility. En d'autres tennes, on voit l’effet d'un panoptisme 
negatif permanent dans ses effets, meme si discontinu comme action, et qui transforme le narrateur 
persecute par la peur de la decouverte du sac avec litterature interdite en principe de sa propre soumission. 
Cet angle nous permet de decouvrir que, dans le lit matrimonial de la peur et de la culture, le pouvoir devient 
« le troisieme personnage », bien qu'il veuille aussi jouer le premier et le second, en transformant "la piece" 
en monodrame » (Ha(iegan 2010 : 117). 

Mais le narrateur ne se laisse pas coincer dans ce jeu de pouvoirs : la decouverte progressive de la 
verite a travers le spectre d’innombrables metamorphoses de l’etre humain est au-dela de l’aspect affectif: 
elle le libere de la peur et le prepare pour une nouvelle vie, dans f absence de la saisi du sac a la fin du roman. 
L'affaiblissement du sentiment de peur conduit ainsi a la rebellion et equivaut a la decision de servir 
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l’humanite par la passion de la verite, fait avoue sans menagement, en memoire des sans-voix. C’est, en fait, 
la recompense du mot accordee a toute personne qui ecrit par lui-meme sur les autres. 

Fait qui entraine la memoire et implique [’interference des deux plans, celui du present et celui du 

passe. 

Installe dans le present, un protagoniste se sert de la leqon du passe pour agir maintenant. Le souvenir 
devient ainsi « un outil qui informe la capacite d’analyse du present (Todorov 1996 : 246). Et quelle leqon de 
vie pourrait etre plus eloquente que l'emprisonnement et le domicile obligatoire ? A cet egard, par le biais 
d'un effet de projection, le present se reflete dans Late§ti, sur la surface tremblante et sauvage de l’etendue de 
Baragan, d’ou il trace les lignes de force de l'ethique de la resistance et decouvre, a travers la comparaison, 
jusqu’a la superposition douloureuse, la realite mutilee sous la botte de l’occupant sovietique : si, dans la 
prison, les lois etaient claires et les rapports bien definis (comine le declare Solzhenitsyn : « les camps sont le 
seul endroit en Russie ou les gens pensent librement »), en liberte, le combat est mene, tout d'abord, pour la 
puissance de fesprit. Ceder (en acceptant) ou resister (en s’opposant) devient la question eternelle. Condition 
dans laquelle le sens commun et le fibre arbitre tracent la ligne entre l'ancien et le nouvel homme, comme 
l’affirme de maniere memorable Soljenitsyne : « peu a peu, je decouvris que la ligne de separation entre le 
bien et le mal ne separe ni les etats, ni les classes, ni les partis, mais traverse juste Fame de chaque etre 
humain et de toute l’humanite ». 

De cette faqon, le reel du recit evolue vers la typologie, a la fois en termes d’unites psychiques, 
physiques et morales qui sont caracteristiques aux femmes et aux groupes de la vie litteraire. Grace a une 
conscience comparative F auteur delimite les deux mondes, en revelant le veritable aspect de la bienveillance 
et son frere jumeau, inutile sous les roues de la machinerie de l’histoire. C’est le cas du fragment retrospectif 
de Latcsti, de sa residence obligatoire, ou le narrateur risque des humiliations et des insultes, meme sa vie au 
nom d'un amour profond pour le pays, pour 1’humanite. Son escapade de la cave a pommes de terre, a Faide 
de la lipovene Xenia, une Bessarabienne enlevee, battue, ligotee et violee en groupe pres d’une semaine, 
ayant contracts la syphilis, subjugue l’histoire pour ecouter la nature et obtient, dans la tragedie absolue de 
revocation, la conscience de Fetre collectif. C’est, bien sur, Foffrande aux morts de la part du temoin qui n’a 
pas le droit d'oublier. 

Normalite ou heroisme ? Bon sens ou etat d’exception ? Loin des vertus hero'fques, il s’agit plutot des 
actes de vertu quotidienne qui detruisent Fidentite stricte des biographemes. Car Paul Goma reclame la 
liberte pour tous. Il n’est pas - dans Faccord de la declaration d’Albert Camus - juste un esclave contre son 
maitre, mais un homme contre le monde du maitre et de l’esclave (Camus 2011: 520). L'extrait ci-dessous le 
prouve a juste titre : 

Et voila. Je dois, je dois, je dois. Ecrire l'histoire de la jeune fille sans nom - si elle est Bessarabienne : cet etre 
qui, apres avoir ete arrachee de l’endroit ou elle avait trouve refuge, est delogee, et quand d'autres deloges 
reviennent dans leurs maisons [...], ne sachant pas quelle direction prendre, restent en place ; en restant en 
place, ils continuent a etre deloges, Coreens, Titistes, Bessarabiens - done, ennemis de classe (et de pays : 
socialiste) ; done, anticommunistes ; done, sans aucun droit. Ce n’est pas sur qu’un est Bessarabien - en 
particular une Bessarabienne - soit un etre humain, [...] la Bessarabienne quelque chose que tout camarade 
(sans parler de ceux ayant des postes de responsabilite) peut l'emmener avec lui, la monter dans 1’IMS [...], 
l’emmener quelque part, l’abuser a volonte, la garder sequestree, la passer aux autres pour l’abuser - car c’est 
comme 5 a la Bessarabienne : personne ne demande ou elle est, personne ne fait de scandale pour elle ; si elle 
reste vivante, elle ne demande pas de comptes (A qui? Pourquoi ? En tant que qui ?), ne se plaint pas, ne se 
revolte pas - qu’elle ose le faire : on la tue et c’est fini, on en trouve une autre ! - en plus, elle serre bien les 
fesses, camarade !, comme une oie quand on lui coupe le cou - elle te serre toi aussi... Seulement qu’on ne 
coupe rien a cette oie de Bessarabie, 5 a suffit de juste lui ecraser les doigts entre deux batons, et tu peux t’en 
servir pour longtemps, toi et tes camarades de lutte de classe (Goma 2006 : 196). 
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Comme on le voit, beaucoup plus terrible que l’imaginaire, la veritable « terre vide » donne une 
nouvelle dimension au texte, loin de la lascivite soupconnee au debut de l'ecriture. A une epoque de la 
disparition de la morale et de la rnesure, dominee par la cruaute, la barbarie, l'obscenite et l'amnesie, avec des 
abus contre la liberte humaine, et qui transforme la vie en une idee abstraite, sous le signe du fatalisme 
historique, le livre de Paul Goma peut etre defini, pour lui attribuer les paroles que Czeslaw Milosz utilise 
pour caracteriser La pensee captive, comme tentative de liberation de fatalisme. 

Done, la reponse a la question (vehiculee et approuvee) : Est-ce un roman d’amour ? (Comme 
expression de l'amour corporel sous la direction de Bonifacia) sera : Plutot pas. Amour pour l’humanite? 
Certainement. En outre, c’est une constatation du devenir d’un ecrivain se conformant a l’idee d’honnetete et 
participant a sa mise en oeuvre. Une bienfaisance pour le monde par la projection de l'espoir et le triomphe 
sur la fracturation (et de l'asservissement) de la conscience. Enfin, un son de bronze coule dans la partition de 
monolithe de la vie et reverbere jusqu’a la confusion dans les vibrations d’un autre orchestrion : «... en 
refusant de parler a la police, en refusant de collaborer et en preferant etre un prisonnier politique, on defend 
l’espoir. Non seulement l’espoir en toi et pour toi, mais aussi l'espoir dans les autres et pour les autres. Tu 
projette a l’exterieur de la prison la declaration d’espoir adressee au monde, comme un message dans une 
bouteille jetee dans l'ocean. Si elle est trouvee meme par une seule personne, tu as gagne » (Michnik 1997 : 
20 ). 
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THE LITERARY SYMBOL IN THE POETICS OF DIMITRIE 

ANGHEL 
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PhD Student, University of Pitesti 


Abstract: The human being has a unique manner of exhibition also manifested in literature. Jung’s 
concept of collective unconscious implied a bond between the individual and humanity as a whole, the 
representation of an idea becomes a symbol with a universal acceptance. 

In Dimitrie Anghel’s poetry>, the symbol has a remarkable meaning beginning with the garden as a 
micro-universe and it continues with the symbol of the flower in all its variety. It becomes a substitute 
for the absolute truth, a codified form of expression. 

Keywords: symbol, literature, consciousness, ideas, poem. 


De cele mai multe ori este nevoie de incursiuni in domenii diverse precum ctnogralia, 
fdosofia, psihanaliza, lingvistica, retorica, estetica si poetica pentru a putea intelege legatura 
literatura-simbol in conditiile in care literatura pare indisolubil legata de ideea de simbol. Insa, 
problematic este faptul ca simbolul literar nu a fost inca teoretizat suficient sau satisfacator in 
ciuda caracterului pluridisciplinar al cercetarilor din domeniul poeticii. 

La origine, simbolul reprezenta semnul unei legaturi: ontologica, analogica sau 
conventionala. Odata cu evolutia limbajului, raporturile simbolice au devenit tot mai 
complexe. Simbolul ofera sensibilitatii realitati sensibile sau inteligibile astfel incat ideea 
transmisa - imposibil de reprezentat intr-un alt mod - ramane etern activa. 

Alaturi de simbolurile consacate (devenite conventionale) apar si simboluri 
contingente (conform denumirii date de Henri Morier) create de scriitorul care confera o 
valoare simbolica obiectului, fiintei sau circumstantei. Aceasta functie a limbajului poetic este 
utilizata programatic de catre simbolism / poetii simbolisti pentru care simbolul poetic devine 
un substitut al adevarului absolut. 

Odata cu aparitia psihanalizei se utilizeaza interpretarea simbolica a experientelor 
onirice, simbolul aparand in subconstient. In conceptia lui Sigmund Freud orice simbol este o 
reprezentare a unei experience refulate, cenzurate de supra-eu neputand astfel avea o forma de 
expresie directa, ci numai incifrata. 

Intalnim frecvent in opera poetica a lui Dimitrie Anghel numeroase simboluri, 
incifrari ale starilor launtrice, majoritatea gravitand in jurul notiunii „floare” (desi nu este 
intotdeauna mentionat acest cuvant), indeosebi in volumul vizat, „In gradina”. Sunt 
mentionate aici numeroase tipuri de flori, de la cele „nobile” precum trandafirul, crinul pana 
la cele comune si considerate de alti scriitori insignifiante - maghiranul, ghintiana, busuiocul 
- insumand 40 de nume diferite de flori intalnite in functie de culoarea acestora in sistemul 
sau de reprezentari. Poetul cultiva mediul naturii artificiale, umanizate, al gradinilor si 
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procedeul sinesteziilor. Este un contemplativ, un visator, care aduce in poezie tema 
calatoriilor, a evaziunii, motived boemei si imagini ale peisajului marin. Simbolismul se 
imbina in poezia lui cu notele romantice. 

Inca din poezia care deschide volumul omonim se detaseaza simbolul gradinii 
(simbol al sistemului sau de corespondente si imagini) in diferite acceptiuni: gradina - pare 
legendar, gradina - templu ( Gradina e-o poama dulce - „Melancolie”), gradina - loc al 
misterului in care se cuprind dulci vraji („Florile”). In gradina se petrec povesti si legende in 
centred carora se afla fie vegetalul prin florile atent alese, fie nimfe, vestale, zeitati si 
personalitati legendare coborate parca din Olimp (Campiile Elizee, Elseneur, Hamlet, 
Leandru, Hera, Ofelia) - elemente exotice care realizeaza iesirea din autohton. In poetica lui 
Dimitrie Anghel gradina reprezinta o lume in miniatura, cosmosul, raiul pamantesc si este 
populata de o gama larga de plante. 

Omul isi exercita puterea asupra naturii imblanzite, iar in centrul gradinii se afla 
floarea care revine freevent ca motiv literar sub diverse forme. Floarea intrachipeaza 
perfectiunea spirituals intrunind virtutile sufletului, starea edenica obtinuta prin dragoste si 
armonie. Florile sunt plapande, de nalba, de margarint, de toamna, de umbra, adevarate, de 
camp\ uneori, acestea mor topite de visare sau sunt mahnite - epitetul personificator preferat 
de poet. 

Poetul nu pare sa aiba vreo predilectie pentru de un anumit tip de floare, insa se 
remarca trandafirul cu foi de ceara sau din care pica petale albe, diafane 1 insumand trairile 
launtrice, iubirea, constiinta de sine si in acelasi timp regenerarea si initierea in mistere, 
rareori extinctia prin ofilire - roze ce mor 2 3 4 . 

Iubirea impatimita si statomica, siguranta sunt simbolizate de busuioc - planta 
ignorata de alti poeti. Acesta simbolizeaza si vraja solara a satului romanesc in acceptia 
populara, purificarea care are legatura cu apa sfanta a botezului, cu o puternica ancorare in 
ancestral, ca si puternicele inflexiuni olfactive, asemenea crinului, parfumand intreg spatiul 
gradinii in care se bat si florile , iar biruitor pana acuma domneste singur busuiocuP. 
Competitia acerba vizeaza olfactivul - se-ntrec care de care pared sa-nvinga ori sa moara-n 
luptaf, fund angrenate in naiva florilor urgie si crinul, iasomia, mandrele verbine, o nalba 
rupta sub pecetea noptii in care deodata miroas-a dragoste si-a moarte 5 . 

Crinul, nobil, predominant alb, simbolizeaza iubirea pura si inocenta, poarta hlamida 
regeasca 6 7 , este floarea gloriei, dar si a mortii, asemanat cu potirul sacra, inglobeaza 
beatitudinea care duce catre uitarea de sine sub puterea sa narcotica - dupa ploaie se trezesc in 
umbra crinii, varsandu-si boarea lor profana 1 . In acelasi registra, ca printr-un farmec, 
puterea acestuia este covarsitoare: Si la un semn ce-l face crinul (...) fiecare/ Isi scutura pe 
vant o foaie - si vantul pleaca din gradina 8 , reusind astfel eliberarea celorlalte flori de sub 
tirania iernii. Crinul a simbolizat odata lumina si principiul masculin. 

Fumina angheliana este alba, puternica. Albe sunt si florile de nalba sau albe flori de 
margarint alaturi de un chip balan si de o mana alba de fantoma peste care domina lumina in 


1 D. Anghel, Poezii si proza, Ed. Andreas Print, Bucuresti, 2010, p. 18 

2 Idem, p. 25 

3 Idem, p. 11 

4 Idem, p. 12 

5 Ibidem 

6 Idem, p. 7 

7 Idem, p. 12 

8 Idem, p. 25 
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care se oglindesc fluturi de argint 9 sub tutela parfumului de iasomie - si aceasta fund tot de 
un alb imaculat. Albul mai este reprezentat de fulgi de omat 10 , panze albe ca zapada * 11 . Albul 
nu este atribuit numai florilor, ci si negurilor, in oximoron: albe neguri personificate - care 
dormeau gramezi de somn invinse; a negurilor albe cete, cu albele lor aripi care s-au pierdut 
in noaptea muta 12 (intr-un regal de personificari si metafore, in ample imagini vizuale). 

Albului si luminii i se asociaza soarele ca entitate plurivalenta, de asemenea, 
manifestare a divinitatii. El este izvorul luminii, al caldurii si al vietii, al nemuririi. Desi 
mahnnit, este un frate dulce, care ofera cea mai din urma sarutare. Este forta vitala a 
universului, reprezinta binele si este surprins metaforic: cuibul de aur si dulcea galbena-i 
vdpaie 13 . Simbolul omniprezent, gradina, se afla sub tutela protectoare a soarelui. 

Amurgul contureaza atmosfera inserarii creand imaginea dinaintea infaptuirii unui 
miracol, anunta marea calatorie si introduce moartea cu sentimentele de melancolie si 
nostalgie, este declansator de reverii si frumusetea nostalgica a declinului atat exterior, cat si 
interior, launtric. 

Singura pata de culoare intalnita in poemul „In gradina” este oferita de aparitia 
trandafirilor cu foi de ceara si a garoafei care ramane pe suflet ca un strop de sdnge 14 , 
intrepatrundere organica a a lui animus cu anima. Astfel, comparatia inedita introduce, inca 
din poemul de deschidere al volumului, inflacararea si frumusetea redate prin simbolistica 
rosului trandafiriu de o forta impresionanta intr-o lume care s-a-mbogatit cu trandafirii 15 . 
Aceeasi culoare este reluata indirect prin aparitia pietrei pretioase cu care este comparata 
floarea - ca un rubin o ghintiana 16 sau roza cu invoaltele-i petale (...) ca niste stropi de 
sange 11 , da-n sdnge laurusca paid 18 , accentuand ideea de patima si pasiune. 

Intreaga cromatica a poemelor primului volum este concentrata in puterea expresiva a 
curcubeului care se intalneste cu o frecventa covarsitoare: arunca din cer lumini de 
curcubeie 19 , curcubeiele de soare 20 cu aport la muzicalitate prin simbolistica sa: cele sapte 
culori sunt idcntificatc cu cele sapte note muzicale, contrastul din componenta sa si culorile 
contrarii atentioneaza asupra dualismului intrinsec al (iintci umane. Curcubeul insufleteste 
materialitatea lumii si sensibilizeaza. 

Floarea-soarelui este asociata cu lumina careia soarele ii trimitea pe ganduri cea mai 
din urma sarutare. Lipsa luminii sugereaza extinctia: - Ce greu trebuie sa fie somnul sub 
tarana de musunoaie 21 . Astfel, motivul somnului induce ideea de trecere in atemporalitate si 
dizolvarea oricarei stari de suferinta conducand catre o inertie spirituals. 

Moartea florilor este frecventa: a maghiranilor - si-acum se tree 12 , se tree si florile de 
toamncP, mor florile mahnite, un trandafir murincl 24 , viata moartelor regine 25 , ar fi murit 


9 Idem, p. 6 

10 Idem, p. 24 

11 Idem, p. 17 

12 Idem, p. 21 

13 Idem, p. 10 

14 Idem, p. 6 

15 Idem, p. 7 

16 Idem, p. 8 

17 Idem, p. 25 

18 Idem, p. 9 

19 Idem, p. 8 

20 Idem, p. 14 

21 Ibidem 

22 Idem, p. 8 

23 Idem, p. 10 
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viata invinsa de melancolie 26 . Catre extinctie face trimitere si somnul, moartea fiind fiica 
noptii si sora somnului. Trecerea catre acesta se realizeaza peste-ntunericul acestei nopti dulci 
si pline de mistere 27 . Imaginile olfactive se intrepatrund cu cele vizuale in armonia unei 
atmosfere inefabile. Sub puterea noptii se manifests indoiala, nesiguranta si dorul de 
transcendere al fiintei umane cu toate ascunzisurile sale care nu se revela, pastrand misterul. 

In gradina asociata cu sihastria moartea triumfa generand o ipoteza dezarmanta: ar fi 
murit viata invinsa de melancolie 28 asemenea rozelor, la Elseneur, care se sting in pace. Poate 
fi sfidata cu focul gurii tale sa-nvii suvoiul moartei ape, insa sentimentul este dezolant caci 
moartea trece pretutindeni si moartea e de-a pururi muta 29 . 

In gradina Luxemburg apar statuetele stravechi si scumpe ca reprezentare a 
statorniciei sentimentelor prin pietrificarea/ impietrirea momentului fericit de care se bucura: 
cat de drag ti-era cu mine in contrast cu efemeritatea umana care surprinde reginele disparute 
inmarmurite-n piatra rece de-o biata mana pieritoare 30 . Materialul prim al statuilor sugereaza 
statornicia sentimentelor la care aspira poetul constemat de contrastul surprins in oximoron: 
treceau eternele idile,/ Nascute dintr-o sarutare si moarte dupa zece zile. Intensitatea trarii 
insa, face ca totul sa merite efortul sau orice suferinta ulterioara: Pe zilele acelea insa cine din 
noi nu si-ar da anii?. Efemeritatea inexorabila se concentreaza intr-o structura remarcabila: 
Curgea nedumerita vremea 31 , tot ceea ce se poate pastra fiind amintirea - sunt ani si ani... " 2 . 
Eterne-n lumea asta-s numai cununele de foi de laur 33 , numite anterior dafin, planta a 
imortalitatii si emblema a gloriei, mereu verde, este simbol al nemuririi sufletului. 

Atmosfera calma si prietenoasa este surprinsa, de cele mai multe ori, noaptea cand 
feeria este accentuata, fructificata la cele mai inalte cote: E-o dulce noapte alungata dintr-un 
serai, de vreo cadana 34 in textul sugestiv inca din titlu - „Farmec de noapte” - unde ineditul 
metaforei induce starea de mister: flori de umbra in noaptea fermecata in care bataile aripilor 
isi lasa in adancuri zborul 35 . 

Pasarea cu zborul ei stabileste relatia dintre teluric si celest, dar este, in acelasi timp, 
si mijlocul prin care se realizeaza evadarea sufletului din trup, chiar instabilitatea sau 
imposibilitatea dobandirii de certitudini - pasari uriase ce dorm cu aripile-ntinse 36 sub cerul 
palid, in noaptea muta 31 . Porumbelul, simbol al pacii, are in grija flora: parea ca lor li este 
data gradina asta toata in paza 3S . 

Se intalneste frecvent contrastul noapte/ intuneric - lumina cu rol de potentare a 
oniric ului. 

Noaptea reprezinta misterul departe de manifestarea demonica; dorul de transcendere 
situat in strafundul ascunzisurilor umane. Noptii i se asociaza negrul - egalul albului, dar 


24 Idem, p. 12 

25 Idem, p. 16 

26 Idem, p. 18 

27 Idem, p. 11 

28 Idem, p. 19 

29 Idem, p. 23 

30 Idem, p. 16 

31 Idem, p. 17 

32 Idem, p. 14 

33 Idem, p. 27 

34 Ibidem 

35 Idem, p. 18 

36 Idem, p. 21 

37 Idem, p. 19 

38 Idem, p. 16 
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contrariul acestuia, trimite catre pierderea definitiva a sperantei, catre angoasa si prabusirea in 
neant, catre haosul originar cu care Uinta umana pare sa se identifice la un moment dat. 
Presupune pasivitatea care se doreste uneori indulcita prin atenuarea, intr-o asociere inedita, 
cu albul ( neguri albe). 

Deseori ochiul care cuprinde lumina si vede in profunzime accentuand ideea 
sentimentului sincer, reprezinta capacitatea de perceptie spirituals si este asociat cu zeii. Sunt 
ochi ce plang in noapte 39 , sunt ochii cei mai dusi de visuri 40 . 

Visul codified idealurile si individualizeaza fiind si un mijloc de transcendere. Asociat 
somnului este si o tehnica de evadare din cotidian, o proiectie a dorintelor nemarturisite, este 
activitatea spiritului pe un nou taram al libertatii depline si presupune intimitatea constiintei, 
indeosebi in „Farmec de noapte”. 

Vantul se intrezareste ca un factor perturbator care aduce inconsistent!! si declanseaza 
energii necontrolate cantul inghetat de crivat. Este un vant de gheata 41 violent si orb care 
destabilizeaza gandurile fiintei umane. Poate fi si bland si reglator al echilibrelor cosmice si 
morale precum in „Schimb de vesti” cand aduce primavara, alteori cerne praf de flori si 
destinde atmosfera - si totusi vesela-i gradina 42 . Vantul este o manifestare a divinului, este 
duhul sau influxul spiritual. 

Odata cu schimbarea/ reinstalarea anotimpului se instaleaza verdele care predomina in 
orice floare, in intreaga gradina. El introduce speranta deoarece moartea se dovedeste anufi 
definitiva, ci se refera la posibilitatea invierii, renasterii; jertfa si dragostea, optimismul, 
iubirea eterna. 

Mai rar in gradina se intrezareste ploaia pretioasa: lacrima de ploaie, ca un cliamant 
aprins de-o raza 43 asemenea fertilitatii intelectuale asemanat cu un dar al zeilor. 

Apa in sine este originea vietii si un mijoc de purificare, un centru de regenerescenta, 
fertilitate, dar si intelepciune si virtute. In traditia populara crestina reprezinta originea 
creatiei, generatoarea vietii si a mortii. O regasim in lacrima (este o marturie a durerii si 
intercesiunii, o curgere neintrerupta a apei sufletului, identificata cu margaritarul), in ploaie, 
in sipot, in fantana si habuz - ochiul de apa al gradinii. Leandrul infloreste langa habuzul in 
care apa-nrumenind o clipa, isi reface oglinda-n luna 44 . Fantana inglobeaza tineretea 
vesnica, viata, nemurirea sau perpetua intinerire, regenerarea si purificarea, invatatura. 

Reflexia se face in luna, spatiul de recluziune a sufletelor fericite, este principiul 
feminin care transfigurcaza realitatea. Se identifica elementului esential al cosmosului, cu 
ochiul universului, o poarta spre lumea interioara, spre trairea artistica, viata care se repeta 
ritmic - este sfanta luna , o roata calatoare 45 invocata in „Blestem de mama”. 

Misterul este sustinut si prin prezenta fecioarei ca fiinta care nu s-a revelat. Se 
mentioneaza figuri mitologice precum Ariadna, Hera, Ofelia, Narcis, Elseneur, vestalele sau 
curtezanele cu simbolistica aferenta, alaturi de personilicarca florilor in intreaga lirica a lui 
Dimitrie Anghel. 

Olfactivul este completat prin prezenta iasomiei, busuiocului, crinului, lacramioarei (si 
cu forma margarint), trandafirului - miros trist de roze - imagini incarcate stilistic. 


39 Idem, p. 15 

40 Idem, p. 17 

41 Idem, p. 23 

42 Idem, p. 15 

43 Idem, p. 16 

44 Idem, p. 20 

45 Idem, p. 28 
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Vizualul este incununat de curcubeie. 

Instrumentele muzicale se adauga simbolurilor intregind sonoritatea versurilor. 
Intalnim fanfarele si darabana in contextul parizian, iar lira este mentionata in gradina in care 
domneste linistea si in care pacea creste funerara, dupa ce vantul care tacej E ca o mana 
adormita pe coarda rupt-a unei lire 46 . Linistea este perturbata de larma fanfarelor care sunau 
cu zgomot infiorand prelung platanii; in pustiul gradinii seara este vestita de o darabana- 
ndepartata care suna ca dupa batalie 47 . 

Reflectarea celor doua regnuri (uman si vegetal) unul in celalalt se realizeaza cu 
ajutorul oglinzii atotstiutoare: Langa oglinzile-obosite, o fata subreda si paid/ Preschimba 
florile in vase, evlavios ca o vestala./ (...) Dac-ar avea grai ca sa spuie, oglinda cate n-ar mai 
spune 4% . Aceasta se dezvaluie ca un microunivers in care poetul isi gaseste linistea, armonia si 
echilibrul facand trimitere la propria copilarie, universul paralel, utopic. Aceasta simbolizeaza 
o replica a realitatii in care eu-1 isi poate privi adevarata esenta sau se poate dedubla. 
Presupune cunoasterea de sine prin adevar, intelepciune si prudenta. 

Tema acestor texte are la baza feeria creata de mirosurile fine ale florilor si reprezinta 
un ecou al simbolului mallarmean, prin Samain. 
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THE HOLISTIC MEDICINE IN LITERATURE 
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Abstract: Intimacy in fiction is an aesthetical, symbolical and emotional choice. Medicine and 
novel writing seem to prolong the disease nature has given to mankind. Some writers’ 
propensity for structural themes and motifs from pathology can be considered both a 
professional and a somatic diagnosis predisposition. Life as a fate leading to death was a 
general idea at the end of the 19 th century and beginning of 20"' century. To suddenly utter, in 
the cultural context after the First World War, that the soul is the body could have destabilised 
humanistic sciences, and it meant the decentralisation of literary character, the shift of 
narrative techniques, the conversion of psychology to physiological analysis emphasising the 
authenticity of sensation. It was hard to write auto fiction about inner withdrawals without 
slipping into para-literature. 

Hortensia Papadat Bengescu’s characters are so fleshless, that it’s easy to see their soul. 
Illness is their only connection to the world, so there’s a permanent link between physiology 
and psychology on one hand and social life on the other. Each character tragically aspires to a 
common life, refused to all of them by their psychological or physiological condition. Illness is a 
specific aspect of life, so why should it be expelled by literature? The new sciences show the 
interaction between medical fields, and bring spirituality and psychology to the forefront. 
Thanks to Papadat Bengescu’s works, the Romanian literature gained the richest medical 
vocabulary, the physiologic man is shown with a rather technical skill, from a biologist’s and a 
clinician’s point of view, acknowledging that any suffering of the body is mainly a suffering of 
the soul. To Hortensia Papadat Bengescu, the aesthetic choice of subjectivity overbidding has 
been not only a temperamental constancy but also a trick ensuring her credit into the literary 
man-dominated world. 

Keywords: heredity, biological decline, degeneration, filiation, dissolution 


Psihanaliza si estetica 

Estetica fizica, discursul senzorial preponderent sau in intregime vizual este un tip de 
comunicare arhaica, legat preponderent de narcisism si avatarurile sale sau de conceptul de 
imagine a corpului. Dar binele nu este in mod necesar frumos, iar frumosul nu este implicit 
bun, cum demonstra Jung. Idealul Eului in care fizicul joaca un rol important si Eul Ideal 
prezentat ca o hipertrofie a imaginii corpului, pot transcrie suferinte dintre cele mai profunde. 
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„Fiinta cea mai onestS, Eul, vorbeste despre corp si isi doreste corpul, chiar dacS viseazS, 
chiar daca delireazS sau fluturS din aripile frante ul . 

Cand un subiect-personaj vorbeste despre imaginea lui fizicS, vorbeste despre altceva? 
Conceptul de imagine a corpului, explicat de Schilder (L ’image du corps , Paris, Gallimard, 
1968), reluat de Francoise Dolto ( L’image inconsciente du corps , Paris, Seuil, 1984) 
urmSreste problema genezei conceptului incS din copilarie cand „inglobeazS cvasitotalitatea 
domeniului inconstientului si se preteazS la toate dihotomiile: psyche-soma, afect-pulsiune, 
viatS-moarte, constient-inconstient“ * 2 . Realitatea este o optiune a constientului. Limbajul 
corpului exprimS metaforico-simbolic o apSrare trecutS sub tScere pe care subiectul o 
dezvSluie astfel? Cu cat reprezentarea corporals se standardizeazS, cu atat cel ce vorbeste 
depre infStisarea sa exprimandu-si nemultumirea pentru oricare parte a corpului in oglindS, 
„imaginea corpului, incrucisandu-se in fiecare secundS cu schema corporala, substrat al fiintei 
noastre in lume“ 3 este un mecanism de aparare contra angoasei. „Imaginea corpului ca 
imagine de sine este pulsionalS, tine de limbaj si se actualizeazS prin transfer“ 4 , de unde si 
inocularea sentimentului de nesigurantS si patologile donjuanismului, femme -fatale. In 
psihanalizS frumusetea si narcisismul nu sunt sinonime. 

Personajele Hortensiei Papadat Bengescu nu se pot elibera de sub jugul privirii in 
oglinda, este elementul esential care le umple singurStatea, dar care le si da un sentiment de 
autofilic. Tremolul senzatiilor nu se transmite doar celorlalte personaje (Lenora, Rin, Lina, 
Nory), dar si toposurilor, „aparent petreceaazi in trupul sau, drama vietii laolaltS cu fiintele pe 
care le incorpora“ 5 . Freud considera narcisismul o trSsSturS comunS tuturor oamenilor, iar 
Jung nota: „Cine se indreaptS spre sine insusi riscS sa se intalneascS cu sine insusi. Oglinda nu 
linguseste, ea il reflects cu fldelitate pe cel care se uitS in ea, acel chip pe care nu-1 arStSm 
niciodatS lumii, pentru ca il ascundem cu ajutorul persoanei- masca noastrS de actori. Oglinda 
se aflS insS dincolo de masca si aratS adevSratul chip“ 6 . 

In prozele de inceput ale Hortensiei Papadat-Bengescu, oglinda este mai ales 
accesoriul femeii singure, care se acutizeazS, „iubirea de mine nu doare inima nimSnui“ 7 , fie 
ca este staticS sau de buzunar, ea este „o lupa destinata autoscopiei si un reflector plimbat prin 
cenusiul evenimentelor dinafara“ 8 , tot asa cum la Herta Muller, batista inlocuia „acuta 
singuratate a omului“ 9 si ii conferea protectia materna necesara (discursul rostit la primirea 
Premiului Nobel pentru Literatura). Aimee este posesoarea unui Super Eu pe care-1 cultiva cu 
incrancenare „Trufia lui Aimee venea in cea mai mare parte din convingerea ca era frumoasa, 
convingere statornicita in fata oglinzii si intretinuta de admiratia colegelor de pension. O 
papusa fara de caracter, nici expresie in frumusete, dar perfects si mai ales deosebitS prin 
materialul intrebuintat de naturS... o statuetS pe care ochiul se oprea fSrS impresii, numai cu 


'Friedrich. Nietzsche, Asa grait-a Zarathustra. O carte pentru toti §i nici unul, trad. St A. Doina., Ed. Humanitas, Bucuresti, 
1994, p. 90; 

2 Gisele Harrus Revidi, Psihologia simturilor, cap. Inchizitorul si istericul: de ce simturile sunt interzise, trad. Nicolae Balta, 
Ed. Trei, Bucuresti, 2008, p. 104; 

3 F. Dolto, apud. Gisele Harms Revidi, op. cit., p. 105; 

4 idem, p. 107; 

5 Hortensia Papadat Bengescu, Fecioarele despletite, ed. ingrijita de Gli. Radu, prefata de Eugenia Tudor, Ed. pt. Lit., 
Bucuresti, 1966, p. 154; 

6 C.G. Jung, Opere complete 1. Arhetipurile $i inconpientul colectiv, Ed Trei, Bucuresti, 2003, p. 29; 

7 Vraja, Stanciu Mihaela, Hortensia Papadat Bengescu in oglinda prozei de tinerete, Ed. Pro Universitaria, Bucuresti, 2015, 
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singura insufletire a enervarii provocate de imobilitatea unei finite totusi vii“ 10 . Tot ce simte 
ea este doar incordarea propriei vointe contrariate, pana si „triunghiul acela subversiv al 
senzatiilor“ H pregatit de surorile Persu special pentru ea si cochetaria incestuoasa cu Walter, 
totul e privit de catre personaj ea achitarea obligatorie a unei „dijme de compromisuri 
trupesti“ 12 . 

De fapt, insusi subiectul intimitatii este un joe auctorial cu oglinzi, de dedublari, de 
complicitate cu tine insuti sau cu altcineva, eliberarea unui sine multiplu (al treilea eu freudian), 
un fel de luare in posesie, in care „extimul este structurat dupa modelul intimului“ 13 , de unde si 
ideea sufletul este reprezentat simbolic prin casa/ spatiu. Astazi este cu atat mai dificil ca scriitor 
sa reusesti sa pastrezi distanta intre replierea interioara din autofictiune si derapajele spre 
paraliteratura prin forme radical auctoriale schizoidale (vezi cazul Romain Gary care sub 
pseudonimul de Emile Ajar a luat de doua ori premiul Goncourt cu romanul La vie devant soi). 
Intimitatea este o alegere estetica, simbolica, e incarcata de traire si acesta este marele paradox 
al mediatizarii ei excesive, deoarece exteriorul a fost deja prelucrat, elaborat in raport cu 
alteritatea si adaptat la scara persoanei unice si irepetabile, eliminandu-se „violenta 
exterioritatii, a obiectivitatii, a adevarului“ 14 . 

Pentru Hortensia Papadat Bengescu, alegerea estetica de supralicitate a subiectivitatii 
a fost, pe langa o constants temperamentala, un true ce i-a asigurat acreditatea in lumea 
literara dominata de barbati, „o deghizare pasionata“ 15 , o problema de fiziologie pe care o 
intoarce prelungit pe toate partile, dand falsa impresie ca „din doua subiectivitati ar rezulta 
deplina obiectivitate“ 16 . 

Trupul sufletesc sau interpretarea psihanalitica a literaturii 

Cum va scrie Merleau- Ponty dupa ce in 1933 Freud bulversase teoriile despre 
instantele eului „odata cu psihanaliza, spiritul trece in corp, si invers, corpul trece in spirit“ 17 . 
„Sunt corp si suflet- asa vorbeste un copil. De ce sa nu vorbim si noi asemenea copiilor?“ 18 
Pare cea mai veche dilema literara, perioade de rocade continue care proclamau succesiv 
suprematia unuia sau altuia, de fiecare data primite cu surprindere, desi nu faceau decat sa 
reafirme teorii milenare. Dupa Freud si Nietzsche in modernitate, a venit iarasi randul teoriilor 
New Age, a spiritului atotputemic, a capacitatii mentalului de a domina fizicul, a motivatiei 
cu puterea ei transformatoare de fizic, boala, destin, chiar de prelungire a vietii; a teoriilor 
prin regresie hipnotica ce pot modifica trupul si organele sale, era divinatiei si a ingerilor, ce 
readuc intrucatva teoriile orientale despre levitatie si pregatesc spiritul pentru nemurire, era 
spiritualitatii care poarta de timpuriu, ab nuce chiar stigmatul bolilor, era astrologilor si 
vindecatorilor. Din nou, trupul poate sa nu conteze, cu o atitudine potrivita, nu de ignorare, ci 
de iubire si acceptare ab initio a unui harnasament/ carcase care-si joaca propriul rol de calire 
a sufletului. 


10 Papadat Bengescu, Hortensia, Opere, Academia Romana, Fundatia Nationals pentru Stiinta si Arta, editie, note si 
comentarii de Gabriela Omat, studiu introductiv de Eugen Simion, Bucuresti, 2012, p. 864; 

"Idem, p. 1029; 

12 Idem, p. 1033; 

13 Gaston Bachelard, Lapoetique de I’espace, Presse Universitaire de France, Paris, 2007, p. 23; 

14 Jean Baudrillard, La sphere enchantee de l’intime, in Autrement nr. 81, 1986, p. 15; 

15 Tudor Vianu, Hortensia Papadat Bengescu, Sburatorul, an II, nr. 23, 30 oct. 1920, in Scriitori romani ai sec. XX, Ed. 
Minerva, Bucuresti, 1979, p. 216; 

16 Sora, Simona, Regdsirea intimitatii, Ed. Cartea Romaneasca, Bucuresti, 2008, p. 89; 

17 M. Merleau-Ponty, Signes, Gallimard, Paris, 2001, p. 290, in Simona Sora, op. cit., p. 82; 

18 Friedrich Nietzsche, op. cit., p. 89; 
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Inadecvarea corp-sensibilitate sau acea „galceava a sufletului cu trupul“, aceasta 
subsubstanta a viului sensibil, poarta diferite denumiri in domeniile umaniste: minte 
corporala, inconstient - in psihologie, Sfantul Duh-in teologie, fondul deschis al fiintei - in 
budism, flux magnetic - in neurobiologie. Inainte de a fi bolnave, personajele se lupta cu o 
anestezie a eului interior care-si cere drepturile. Personajele Hortensiei Papadat Bengescu sunt 
atat de descamate, „personajul e transparent, trecem cu privirea prin el fara sa-i vedem 
chipul“ 19 , incat se vede lejer trupul sufletesc, pentru ele lumea este o proiectie „Singura 
realitate de care au cunostinta este sufletul lor facut sensibil, corporalizat“ 20 . Vazut drept 
„ultima frontiera a postmodernitatii, sufletul, ca proiectie a codurilor, pattemurilor socio- 
culturale si a corpului“ 21 a fost cand delimitat clar de corp, cand confundat cu acesta. Antonio 
R. Damasio, seful Departamentului de Neurologie al Universitatii din Iowa, respinge teoriile 
darwiniste, intr-o analiza clinica a corporalitatii afirmand ca nu poate exista o demarcate intre 
corpul de carne si sange si „sufletul eterat“ 22 . Sufletul, motorul corpului cazut ontologic, boala 
ca pacat anticipat, „trupul care ne robeste si ne inchide ratiunea, care are viata in posesiune“ 23 
ridicat de catre stoici la rang de cultura mergand pana la identificarea perfecta a celor doua 
componente pana la puritanica teorie a corporalitatii sufletului. Damasio, Diogenes Laertios, 
Epicur, Lucretiu dovedesc un naturalism avant la lettre, ii preced lui Descartes care da prima 
definitie metodica a dualismului suflet-trup, gasind glanda pineala drept punct de contact intre 
cele doua. Astfel va lua nastere conceptul de corp trait, o metafora anatomica ce va influenta 
toata fenomenologia moderna si postmodema la care se raportau stiintele umaniste, definitiv 
bulversata de catre Nietzsche. Acel punct de contact al sufletului cu fizicul, in care vrem sa ne 
fixam Eul, s-ar putea sa fie un loc gol, iar actualizarea literara a acestei comuniuni este de fapt 
criza existentiala, punct de intersectie pentru numeroase zone umaniste. Este o concluzie a 
fenomenologului-psihiatru Lopez Ibor, pe urmele maestrului sau Ortega y Gasset crede ca 
„eul are un caracter executiv“ 24 si se fixeaza pe traiectoria unui destin necesar, cum de altfel si 
Unamuno si Alfred de Vigny apreciasera anterior. 

Hortensia Papadat Bengescu, in tot ciclul Hallipilor pare a respinge cu desavarsire 
solutia armonizarii trupului cu sufletul, distrugand la toate personajele suportul material, 
dintr-o nevroza de generatie, un soi de alienare sociala, care face imposibila comunicarea 
dintre corpul interior si exterior, cu atat mai mult trairea intr-un corp unificat unde-si sa auda 
intimitatea. Trupul sufletesc din romanele Hortensiei Papadat Bengescu corespunde 
conceptului jamesian al „mintii corporale“ 25 , numita si constiinta continua ce surprinde clinic 
rupturile interioare si care se opune net inconstientului psihanalizei. Chiar si cei mai 
inteligenti (Elena Draganescu) care incearca o armonizare a celor doua coordonate, incercand 
sa-si asculte eul, sfarsesc dramatic. Preluand ideea interpretarii psihanalitice a literaturii, 
ingenios formulata de Charles Mauron, Ov. S. Crohmalniceanu face exercitiul suprapunerii 
textelor Hortensiei pentru a le gasi similitudini, fara a „traduce in simboluri, silind sa se 


'Dana Dumitriu. Ambasadorii sau despre realismulpsihologie, Ed. Cartea Romaneasca, Bucuresti, 1976, p. 194-195; 
20 Nicolae Manolescu, Area lui Noe, vol. II, Ed. Minerva, Bucuresti, 1981, p. 11; 

21 Andrei Bodiu, Georgeta Moarcas, Trupul $i litera. Explorari critice in biografia $i opera lui Gh. Craciun, Ed Casa Cartii 
de Stiinta, Cluj-Napoca, 2012, p. 57; 

22 Antonio R Damasio, Eroarea lui Descartes. Emotiile §i creierul uman, trad. Irina Tanasescu, Ed. Humanitas, Bucuresti, 
2004, apud Simona Sora, p. 44; 

23 Marc Richir, Le corps. Essai sur I’interiorite, Hatier (Optiques Philosophie), Paris, 1993, p. 44; 

24 Juan Jose Lopez Ibor, El descubrimiento de la intimidad v otros ensayos, Coleccion Austral, Espasa-Calpe, Madrid, 1952, 
p. 38; 

25 William James, The Priciples of Psychology, Harvard University Press, Cambridge, 1981, In Simona Sora, Regdsirea 
intimitafn p. 92-93; 
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manifeste intr-o forma identificabila precis, eul profund“ 26 plecand de la notiunea de fecioara 
despletita (in romane, proze vechi si poezii in franceza), devenita o expresie emblematica prin 
utilizarea ca titlu si considerate „oximoronica, al doilea termen ambiguizandu-1 pe primul 
pana la anulare“ 27 . A spune brusc, dupa primul razboi ca sufletul e trupul putea destabiliza 
intreaga zona umanista, iar tema a insemnat descentralizarea personajului, schimbare a 
tehnicilor narative, convertirea psihologismului in analiza psihofiziologica cu accent pe 
autenticitatea trairii, pe senzatie „evocarea cu mijloace analitice, dar si senzoriale“ 28 . Doctorul 
Walter recomanda somnul (tot asa cum Wagner practica hidroterapia pentru nevrozele lui), 
ingrijirea bunei-dispozitii, reinvierea cochetariei, gimnastica, insa functiile vietii par mai 
complicate de atat „Nici ea nu despartea sufletul de trup, cum nu despartea panza aceea de 
paianjen a aparatului nervos de carne si de rnuschi. Credea totusi intr-un alt trup separat, 
sufletesc. Ce fel? In jurul acelor fire tentaculare, ale nervilor, functia lor crea o substanta inca 
impalpabila, dar care se va dovedi. Acea substanta emanata de sensibilitate lua forme diferite 
la feluritele fiinte si compunea astfel un organism“ 29 . Suntem in definitiv un ghem de carne 
rasucit pe un miez de suflet, de care moartea ne desparte definitiv, total. 

Interference intre literatura si medicina 

Propensiunea unor scriitori catre teme si motive structurale din sfera patologicului, 
poate fi considerate atat o predispozitie profesionala, cat si una de diagnoza somatica.Scrisul 
este o prelungire somato-tehnologico-literara a vazului, ele se completeaza si contopesc 
impreuna dand o noua viziune asupra lumii, o noua „somatopoeza“ 30 . Sunt numeroase 
exemplele de scriitori medici: Augustin Buzura, Vasile Voiculescu, Friedrich Schiller, M. 
Bulgacov, C. D. Zeletin,Bourget, Verga, Lampedusa, Catalin Vasilescu, Thomas Mann, 
Tolstoi, Dostoievski, Cehov, care au reusit sa fictionalizeze cu rafinament suferinta, ca nucleu 
al marii literaturi. Selectarea unei asemenea teme, nu garanteaza automat scriitorului o 
productie literara de calitate, pe cat este de dura, necrutatoare, repugnanta, pe atat este de greu 
de realizat artistic si necesita o perioada de incubatie mai mare. Impletirea medicinei cu 
literatura isi afla auspiciile in naturalism si fiziologism, cand scriitorii si-au depasit aria de 
actiune si au intrat invaziv intr-un alt domeniu, al stiintei, realizand o unitate ciudat de 
fireasca, monumentala chiar. Cel mai bine sugereaza tema versurile soresciene: „Doctore, 
simt ceva mortal/ Aici in regiunea fiintei mele,/ Ma dor toate organele,/ Ziua ma doare 
soarele, / Iar noaptea luna si stelele, / Mi s-a pus un junghi in cer/ Pe care pana atunci nici nu-1 
observasem/ Si ma trezsesc in fiecare dimineata/ Cu o senzatie de iarna./ Degeaba am luat tot 
felul de medicamente, / Am urat si am iubit, am invatat sa citesc/ Si chiar am citit niste carti, / 
Am vorbit cu oamenii si m-am gandit, / Am fost bun si-am fost frumos.../ Toate acestea n-au 
avut niciun efect, doctore/ Si mi-am cheltuit pe ele o groaza de ani/ Cred ca m-am imbolnavit 
de moarte/ Intr-o zi/ Cand m-am nascut“ 31 . Cu totii o facem, unii mai grav si murim mai 
repede, altii mai usor si o ducem mai mult. 

Viata ca destin din perspectiva mortii- iata tema marii literaturi si a criticii literare care 
se respecta, subiect gassetian reluat in secolul trecut de Lopez Ibor in eseul sau despre 


26 Ov.S.Crohmalniceanu, Cinciprozatori in cinci feluri de lectura, Cartea Romaneasca, Bucuresti, 1984, p. 160; 

27 Elena Zaharia Filipas, Studii de literatura feminina, Paideia, Bucuresti, 2004, p. 44; 

28 Tudor Vianu, Arta prozatorilor romani, vol II, Ed. pt. Lit., Bucuresti, 1966, p. 209; 

29 Hortensia Papadat Bengescu, Fecioarele despletite, pref. Eugenia Tudor, Ed. pt Lit, Buc, 1966, p. 188; 

30 Gheorghe Craciun, Mircea Nedelciu $i curtea interioara a literaturii. Cotpuri netransparente, sociografii narative, 
tratamente ambulatorii, in PactuI somatografic, Observator Cultural, nr. 133, p. 74; 

31 Marin Sorescu apud. Maria Bagiu Marino, Oameni ?i oameni, SC Imp SA, Brasov, 2003, p. 24; 
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„penetrarea corpului in sfera intimitatii“ 32 . Subiectul se facuse resimtit in epoca, suportase 
deja teoretizari din partea sociologului si filosofului Julien Freund, era o stare de spirit 
generala a sfarsitului de secol XIX, inceput de secol XX, „oboseala fata de viata, prosternarea 
maladiva, sentimentul decaderii, tristetea sarcastica, deziluzionarea, voluptatea suferintei si 
grimasa in fata realitatii“ 33 asa ca ea nu facea decat sa se alinieze scriitorilor europeni. 
Supravietuitoare a unor catastrofe intime, ea elaboreaza adevarate patologii ale intimitatii, „in 
scopul de a reda ordinea unei lumi lipsita de sensul initial“ 34 . Ba, mai mult, Hortensia Papadat 
Bengescu este constienta ca apartine unui climat din care se configura o renastere: „Oameni 
cu suflete de Renastere, traim cu totii o viata de surescitare si de neastampar psihic in mijlocul 
enervarii evenimentelor. Eu, intr-un fel astept si doresc brutalitatea razboiului ca un leac 
durerilor mele prea subtiri, imi pregatesc un suflet de sora neobosita a ranilor fizice, de 
salvatoare de vieti, convinsa ca poate sunt mai culpabila redandu-le-o decat flagelul care le-o 
ia si cautand in pasiunea caritatii un vad de scurgere a unei pasiuni neintrebuintate sau 
nesaturate in nimic“ 35 . Boala este un aspect propriu al vietii, un auspiciu sub amenintarea 
caruia ne ducem existenta, este acea „aprehensiune lircasca”, iar atata vreme cat omul este 
esenta vietii si a creatiei, recte a literaturii, atunci boala de ce nu ar putea fi literatura? De ce 
ar 11 un subiect care exclude opera literara si pe artist? Doar pentru ca nu toata lumea gusta 
opera, aceasta inceteaza a mai fi arta? Chiar Hortensia Papadat Bengescu vedea boala ca pe 
ceva atat de intrinsec vietii, incat nici nu i se mai parea ca are o predilectie pentru ea, pur si 
simplu avea ochi medical „un spirit care poseda in chip pregnant privilegiul de a vedea“ 36 . 
„Nu-mi inchipuisem niciodata ca as avea o predilectie catre boala, ci aprehensiune 
fireasca...mi-a venit sub condei nepremeditat...marturisesc ca am pentru boala si bolnavi o 
dubla curiozitate: de infirmiera si de medic- ca sa zicem asa, caci nu citesc tratate medicale, 
cum nu citesc nici tratate de psihologie, n-as avea rabdarea. Am insa rabdarea si pasiunea 
propriei investigatii, o egala curiozitate pentru resorturile fizice ca si pentru cele 
psihice...Totusi boala si bolnavul nu au fost insa niciodata insusi subiectul vreunei lucrari ale 
mele... Eu, ce-i drept le privesc la lupa sau la microscop, de aici poate au putut apare uneori 
obsedante“ 37 . Noile tendinte, care favorizeaza transdisciplinaritatea, mergand mult dincolo de 
paralelisme, influente, modele, functii sociale sau culturale, releva insesi interdependenta 
domeniilor medicale, care sufera recent interpretari din prisma teoriilor New Age, care aduc 
spiritualitatea si psihologia pe primul plan (Dumitru Constantin Dulcan, Serghei Lazarev, 
Brian Weiss, Dan Mirahorian, Valeriu Popa, Anatol Basarab, Louise Hay, Doreen Virtue) atat 
in stabilirea diagnosticului, cat si a cauzelor si terapiilor, boala parand a fi „o forma 
comandata de autodistrugere“ 38 : „Sunt o emotiva. Dar cand iau totul in mana, nu pot partini 
pe nici un erou, nu pot lua partea nici a vietii, nici a mortii, deoarece un simt crud al realului, 
o cumplita neputinta de a vedea realitatea decat asa cum e ma seaca de subiectivism. Lumea si 


32 Juan Jose Lopez Ibor, El descubrimiento de la intimidad y otros ensayos, Coleccion Austral, Espasa-Calpe, Madrid, 
1952, p. 38, reproducere de Simona Sora. op.cit., p. 18; 

33 Ardelean Carmen Georgeta, Hortensia Papadat Bengescu „marea europeana“ a literaturii romane. Pledoarii, Ed. 
Eikon, Cluj-Napoca, 2013, p. 42; 

34 Simona Sora, op.cit., p. 34; 

35 Hortensia Papadat Bengescu, Scrisori catre Ibrdileanu, scrisoare din 10 iulie 1916, ed. ingrijita de M. Bordeianu, Gr. 
Botez, I. Lazarescu, Dan Manuca si Al. Teodorescu, EPL, Bucuresti, 1966, p. 52; 

3S Viola Vancea, Hortensia Papadat Bengescu: universul citadin repere yi interpretari, Ed. Eminescu, Bucuresti, 1980, p. 40; 
37 Dan Petrasincu, Cu scriitoarea Hortensia Papadat Bengescu despre romanul Logodnicul yi despre creatie, in Vremea, 
anul VIII, nr. 389, 26 mai 1935, reprodus in Romanul romdnesc in interviuri, vol II, Ed Minerva, Bucuresti, 1986, p. 639- 
640; 

38 Carmen Georgeta Ardelean, op. cit., p. 42; 
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viata raman a fi organe pentru masa mea de disectie“ 39 . Cognitivismul si neurostiintele actuale 
spun ca perceperea si exprimarea realitatii e conditional si determinate de structura si 
patternurile din creierul uman, „extensie si nex al unui corp nou care depaseste pura 
animalitate“ 40 . Explorarea corpului este una fara nicio mila, una chirurgicala dezvaluind parca 
epistema om a lui Foucault: om = corp+ singuratate, daca corpul poate ft vazut, simtit, 
singuratatea e universala, comuna tuturor. Limita si revelatorul singuratatii ontologice a 
omului post-modem este chiar dragostea, una desacralizata, inventata, a purei biologii, 
infemul trupurilor. 

Prin operele Hortensiei Papadat Bengescu patrunde in literatura romana cea mai bogata 
terminologie medicala, omul fiziologic este prezentat cu o competenta oarecum tehnica, din 
unghiul unui biolog si al unui clinician, care stie ca orice suferinta a corpului este in prealabil 
o boala a sufletului. Acest studiu clinic al diverselor maladii nu este deloc gratuit, este un 
refuz critic, caci in aceste tulburari individual sunt rasfrante perturbarile civilizatiei caci 
purtam in noi zestrea intregii omeniri bine adapostita in subconstientul nostm. „Fiecare om 
este o istorie spirituals a lumii“ 41 sau mai plastic exprimat de Blaga „in tara fara nume, si tot 
ce-i trup omenesc va purcede/ sa mai invete o dat/ povestile uitate ale sangelui. Omul nu-i 
decat masura/ unui drum implinit“ 42 . 

Ultimul roman al ciclului, Straina, va ft si dovada celei „mai grave dintre patologii, cea 
a istoriei“ 43 . Magdalena Popescu vedea in opera o sursa virgina si de mare abundenta pentm 
critica psihanalitica, in timp ce Calinescu afirma ca un personaj-pacient al lui Hipocrate nu 
poate interesa literatura. Oricare ar fi parerile criticilor, cert este ca nimeni nu a detectat mai 
fin, cu mai penetranta intelegere starile bolnavilor, intr-o lume sortita pieirii prin tot ce 
exprima fizic, social, moral, estetic. Filiatia lor nu depaseste doua generatii, nu sunt creatori, 
distrugerea atrage dupa sine, conform regulii ciclicitatii, o noua etapa, superioara, de ce nu a 
vietii dupa moarte,cu mult mai buna decat orice au trait si incercat in aceasta viata alocata de 
scriitoare. Profetul lui Kahlil Gibran intreaba: „Ati vrea sa cunoasteti taina mortii? Ci cum 
veti afla-o, daca nu cautand-o in inima vietii...Daca intr-adevar, voiti a contempla spiritul 
mortii, deschideti-va larg inima spre trupul vietii. Fiindca viata cu moartea una sunt... Numai 
cand pamantul va va cere ceea ce-i trupesc in voi, veti dansa cu adevarat“ 44 . 

Daca ne obisnuiam ca abia la final eroul sa fie pedepsit prin boala, moarte sau alt necaz, 
romanele acestui ciclu incep sub acest auspiciu, si, printr-o „polifonie imitativa a unui 
leitmotiv suveran proliferat la nesfarsit“ 45 due, cu fiecare cuplu destramat, inevitabil, la 
prabusirea intregii generatii, dar fara apasarea tristetii, ca o eliberare, nicidecum o pedeapsa, 
exact ca la Edgar Allan Poe, „criza numita viata fusese invinsa“ 46 . Nu ii deplangi, nu ti-e 
teama ca te-ai molipsit, respiri usurat pentm ei. Daca nasterea este o durere in doi, impartasita 
intre mama si fat, numai moartea este o durere asumata de unui singur. In fata mortii toti 
suntem cu mainile goale si singuri. Ne predam pur si simplu. Cand venim pe lume, o facem cu 
pumnii stransi ca semn al vointei de a trai, al izbanzii, iar cand murim, deschidem palmele ca 


'Dan Petrasincu, Cu scriitoarea Hortensia Papadat-Bengescu despre romanul Logodnicul $i despre creatie, in Vremea, 
anul VIII, nr. 389, 26 mai 1935, p. 9, reprodus in Romanul romdnesc in interviuri, ed. cit., p. 636-637; 

40 Alexandru Musina, $ase cuvinte cheie pentru proza lui Gh. Crdciun, in Trupul $i litera, Casa Cartii de Stiinta, Cluj- 
Napoca, 2012, p. 53; 

41 Maria Bagiu Marino, op. cit., p. 49; 

42 ibidem 

43 Roman Andreia, Hortensia Papadat Bengescu-Vocatia §i stilurile modernitatii, Ed. Paralela 45, Pitesti, 2007, p. 108; 
44 Maria B. Marino, op.cit., p. 345; 

45 Carmen Ardelean, op.cit., p. 105; 

46 Maria Bagiu Marino, op. cit., p. 122; 
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semn al predarii sau pentru a arata celorlalti ca nu luam nimic cu noi. A astepta moartea 
constient este terifiant, iar moartea este o eliberare. „Noi suntem tot noi si cand invingem si 
cand murim“ 47 . Blaga considera ca a vorbi despre moarte inseamna a vorbi despre viata, ca a 
vorbi despre moarte inseamna a vorbi despre zbor, frumusete, inaltare, despre find nevazut 
ce-1 leaga pe om de Dumnezeu. A te gandi la moarte, inseamna a te bucura de darul vietii, nu 
a astepta trist sa vina sa te ia. Numai in preajma mortii gasesti adevarata masura a vietii. Cei 
ce zac in spitale, nu mai sunt speriati, o asteapta, si-o doresc, o jinduiesc. Suferinta e cel mai 
intelept si aspru dascal, ea ne deschide ochii spre cade cele mai nebanuite, „prin durere se 
desparte cerul de pamant in noi“ 48 . 

Razboiul nerezolvat dintre masculin si feminin, intre stapan si sluga se transforma in 
lupta dintre dorinta si ura, dintre viata si moarte, dintre autor si personaj. „Pentru a putea trai 
si dupa ce s-a salvat prin personajul sau, autorul trebuie sa-1 sacrifice 1449 . Caci arta e dupa 
Buddha, cea mai sigura ratacire pe calea mantuirii, iar dupa Goethe “cel mai sigur mijloc de a 
ne rupe de lume si tot cel mai sigur mijloc de a ne lega de ea“ 50 . Celor care nu agreeaza 
aceasta tema, care refiiza sa gandeasca precum copiii „sunt trup si suflet“, le raspunde 
Nietzsche: „Dispretuitorii trupului sunt cei pentru care nu exista viitor in lume. Ipocritii, 
inconstientii, infantilii. N-as vrea sa-si schimbe parerea, ci numai sa se lepede de corp, un lucru 
care o sa-i amuteasca“ 51 . Opera de arta nu se confunda cu valoarea estetica, ea o include, o 
depoziteaza, inchide in ea variate forme de valoare estetica si doar una dintre ele poate 
determina valoarea artistica totala a operei. Opera de arta este un bun, fenomenul estetic este o 
valoare. „Fiind un produs al spiritului uman, opera de arta este strans legata de actul creatiei, de 
care niciodata nu se poate desface total, intre artist si opera sa exista o relatie organica si este 
plina de consecinte pentru intelegerea totala a operei“ 52 . Pe de alta parte, Ion Caraion distingea 
trinitatea literatura, estetica, viata care-i reda / confera scriitorului vechiul sau statut „Langa 
atributele fragile, suple, nuantate ale literaturii, langa palaria multicolora si inteligenta a 
esteticii, vin sa se aseze acum atributele virile, tepoase, dure, intense ale vietii“ 53 . Scriitorul va 
realiza un desen abstract din amintirile pastrate in piele, un desen intensiv alcatuit din 
impresiile corpurilor amestecate, tatuaje senzuale invizibile. Literatura a descoperit acest 
suflet al suprafetei. Scrisul si expresia de orice tip sunt inseparabile de corp. „Textul este 
contaminat de corp“ 54 . 

Pe Hortensia Papadat Bengescu acest tip de scriitura, aceasta alegere o defineste, este un 
fel de trade mark, anticipand parca teoriile lingvistice care anuntau disolutia limbajului. 
„Litera e moarta, trupul e viu. Asa cum imi place mie sa spun, cuvantul exista doar in masura 
in care el e corporalizat. Cand zic cuvant, zic de fapt sens. Ei bine, sensul acesta trebuie sa 
tasneasca din carnea ta, din sensibilitatea ta somatica“ 55 . 

Anamneza bolilor sufletesti si trupesti 


47 Idem, p. 126 
48 Idem, p. 313; 

49 Liliana T ruta, Aspecte ale androginiei textuale la Gh. Craciun, m Trupul §i litera, ed.cit., p. 116; 

50 Thomas Mann, Patimirile fi maretia lui Richard Wagner, trad. Alexandru David, Ed Humanitas, Buc, 2013, p. 44; 

51 Fr. Nietzsche, op. cit., p. 89 

52 Victor Iancu, tn Preocupari literare, an VII, nr 8-9, august-septembrie 1942, p.458-466, reprodus in George Ivascu Cumpdna 
cuvdntului 1939-1945. Mdrturii ale conftiinfei romdnefti in anii celui de-al doilea rdzboi mondial , Ed. Eminescu, Bucuresti, 
1977, p. 322-323; 

53 Ion Caraion, Razboiul artei, in Orizont, an I, nr. 6, 1 februarie 1945, p. 5, in George Ivascu, op.cit, p. 549; 

54 Cezar Gheorghe, Intersectiile literaturii cu filosofia in opera lui Gh. Craciun, in Trupul yi litera, ed. cit., p. 215; 

55 Gh Craciun, In cautarea referintei, Ed Paralela 45, Colectia 80, Seria Eseuri, Pitesti, 1998, p. 242; 
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Eugen Simion in reflectiile sale despre scriitura taciturnS (jurnalul), era de acord cS un 
om urat e §i rSu, lucru impSmantenit deja. InsS mergea mai departe, combinand aceste douS 
trSsSturi si cu prostia: „Ce fata are prostia combinatS cu rautatea? In nici un caz luminoasS" 56 . 
Aceste reflectii Tsi au izvorul in cultura §i traditia anticS greacS cand corelatia dintre 
infatisarca llzica si continutul sufletesc era la loc de cinste. Asupra doctrinei fizionomice 
revine in secolul al XlX-lea filosoful german Lavatter, care va influenta scrierile lui Balzac §i 
chiar ale lui Feodor Mihail Dostoievski. Incercarea de a deriva firea omului din fizionomia 
lui, convingerea ca un om urat nu poate fi decat rau, tot asa cum un om frumos nu poate fi 
decat bun, a fScut carierS si este usor de recunoscut si in creatia romancierei noastre. 

Cum ar putea dar, ciclul Hallipa, care a incruntat insusi chipul autoarei, sS fie luminos? 
Nu se impletesc aici numai rautatea cat §i uratenia, (ca monstruozitate trupeascS si 
sufleteascS), uria§ii capabili doar de durere §i prostie, ace§ti ,,1’homme-enfant, un parfait 
imbecile, un automate, une statue imobile et presque insensible" 57 . Totul e normal aici in 
mSsura in care e patologic, iar degradarea prin boalS §i moarte de§i e conceputS ca voluptate 
superioarS, e resimtitS §i in plan social, ca la Thomas Mann in al sSu Munte vrajit. Acest 
paradox explicat de Michael Riffaterre, este pus pe seama inversiunii intre seme, o inversare a 
polilor comparatiei care duce la eliminarea diferentei si la „similitudine in identitate" 58 , 
imitatia devenind referentul principal, naturalul iesind din discutie „prin inlocuirea cu 
artificialul, decadentismul procedand la un comentariu subversiv al unei interpretSri pe care o 
deconstruieste, utilizand un referent de gradul doi, o copie“ 59 . §i cum nu orice personaj uman 
poate ilustra o societate, scriitoarea a fost obligatS de ordinea profunda a constructiei 
romanesti, sa recurgS la individualitSti de un anumit tip. PanS si inconstientul are un caracter 
istoric, deoarece fiecare om confine intreaga structurS psihica ce s-a manifestat la seria sa de 
stramosi. „Ce vine din afara, ca si tot ce rasare din interior devine propriu numai atunci cand 
dispunem de un spatiu interior corespunzator marimii continuturilor care vin din afara sau din 
interior. Fara larghete sufleteasca, nu ne putem raporta la marimea obiectului nostru. De aceea 
se spune ca omul creste odata cu marimea sarcinii sale. Dar el trebuie sa posede capacitatea de 
crestere, altfel nici cea mai grea sarcina nu ajuta la nimic. Cel mult el se sfarma in contact cu 
ea“ k) . 

Sa fie doar intamplator ca nu intalnim, uneori chiar pe sute de pagini, nici macar un 
erou pozitiv? Fa exponenentii ai acestei pseud o-haut-societe, fie ca se urmarea intrarea sau 
mentinerea in aceasta clasa, era imperios necesar ca resorturile interioare ale indivizilor sa fie 
in consonanta cu mecanismul social, altfel spus, sa existe concordanta deplina intre biografia 
interna §i cea externa. „Soarta individului nu mai poate fi separata din diverse puncte de 
vedere de cea a categoriei §i grupului din care face parte si se proiecteaza mai departe 
dependent de aceste raporturi pe canavaua istoriei" 61 . Vladimir Streinu, cu o pomire de 
revolta, ii cataloga pe acesti scriitori tremurici, termen adaptat de la dervisii titirezi 
spasmodici, de la quakerii englezi si de la toate soiurile de mistici in transS. Asa se face cS in 
urma confruntSrilor patetice cu viata, moartea, destinul, natia, Dumnezeu, „vineti de spaime, 


56 Eugen Simion, Fragmente critice I. Editura Grai suflet, Bucure?ti, 1998, p. 280. 

57 Jean Jacques Rousseau in Radu Petrescu, Meteorologia Lecturii, Editura Cartea Romaneasca, 1982, p. 150; 

58 Michael Riffaterre. Decadent Paradoxe, in Perennial Decay: On the Aesthetics and Politics of Decadence, p. 66 in Angelo 
Mitchievici, Decadentd $i decadentism, Ed. Curtea Veche, Bucuresti, 2011, p. 56; 

59 Oscar Wilde in discursul The Decay of Lying - Decaderea minciunii, traducere si note Magda Teodorescu, prefata de 
Mircea Mihaies, Polirom, Iasi, 2001, in Angelo Mitchievici, op.cit., p. 57; 

60 C.G.Jung, op.cit., p. 128; 

61 Sanda Radian, in Marin Manu Badescu, De la Nicolae Filimon la Marin Preda, Ed. Zodia Fecioarei, Pite§ti, 1998, p. 99; 
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ei traiesc fericirea existentiala de a se convulsiona moralmente, tinzand sa impuna intregii 
noastre culturi formula rasucita a sufletului lor... aceste formulede un continut intotdeauna 
strict individual si chiar biologic, au vulgarizat filosofia punand-o la indemana oricui. Sa fie 
acest stil al disperarii, al suferintei seci, boala veacului nostru? De unde au venit acesti 
tremurici care, crutandu-ne Biserica, ne-au cotropit insa Cultura?“ 62 §i cand toate acestea se 
completeaza (nefericit) cu „un studiu complet al dezacordarii sanatatii“ 63 , omul fiind privit ca 
o succesiune de fenomene fiziologice si sullctcsti, in dependents unele de altele, atunci ti-e 
mai mult decat clar ca scriitoarea este purtatorul de cuvant desemnat al epocii, cum ar spune 
Mircea Zaciu: „Procesul dezagregarii lumii burgheze, sub toate aspectele patologiei sale, si-a 
gasit in aceasta scriitoare un interpret, rand pe rand lucid, ironic, sarcastic, fara sa ramana 
strain de latura de suferinta omeneasca a unei aspiratii tragice §i imposibile catre puritatea 
simbolizata de muzica lui Johann Sebastian Bach“ 64 . De§i suntem la un pas de grotesc, nu 
cadem in caricaturalul naturalist, ci intr-un „tragi-comic deopotriva ingrozitor §i savuros“ 65 . 

Inclinatia spre studiul patologiei pe care o observase Calinescu, se explica prin influenta 
naturalismului „patologia convenind foarte bine determinismului mecanicist pe care il cauta in 
viata §coala de la Medan“ 66 . Fiziologia, cu capriciile ei, intretine in toate cazurile §i o 
permanenta psihica. Boala, mereu alta, mereu grava, niciodata vindecata, sursa de spaime, 
prilej de autoobservare, §i psihologia bolii, sunt parca principalele legaturi cu „starea de razna 
a lumii“ 67 , in rest, personajele refuza sa inteleaga ca „tot ce e in farfurie// trebuie trait“ 68 . 

O femeie, Hortensia Papadat-Bengescu, inregistreaza toata mizeria fiziologica a unor 
trupuri care cer ajutor. Cel mai adesea se afla in suferinta fragilul aparat nervos, §tiut fiind ca 
neuronul e singura celula ce nu se regenereaza. Se deduce interesul pentru ceea ce nu se poate 
exprima, pentru vointa netradusa imediat in act, a carei refulare poate hotari pentru totdeauna 
o biografie. Una din reu§itele artistice la care apeleaza scriitoarea pentru ca bolnavul psihic sa 
devina personaj de drama, este refularea, conditia ca boala lui sa nu primeasca un nume, 
oricat de u§or ar fi recunoscuta, caci oricum „dereglarea morala §i degenerescenta merg 
impreuna, impletindu-se“ 69 . Hortensia Papadat-Bengescu, prin stilul sau scormonitor se 
aliniaza oarecum gruparii naturaliste, o arta fiziologista care „nu se da indarapt nici in fata 
necuvintii, nici a injosirii, nici a grosolaniei cele mai ru§inate“ 70 . Naturalismul a aparut atunci 
cand scriitorii au incercat sa concureze omul de stiinta, navalind cu condeiul in mana prin 
spitale si s-au oprit asupra amanuntului, convinsi fiind ca fac opera educativa. Starile 
patologice sunt si sectorul predilect al Hortensiei Papadat-Bengescu la care, spre deosebire de 
naturalisti, trupescul e revelat prin sufletesc, iar aceste motive sunt inseparabile, nimeni 
nemaiinsistand atat de mult ca ea asupra celor din urma, raportand relatiile dintre fiziologie §i 
psihologie la viata sociala. Dupa ce medicul vienez Freud elaborase principiile psihanalizei, 
interesul pentru viata sufleteasca ascunsa devine o trasatura curenta a epocii, acceptata cu 
mandrie de scriitori, ca o dovada in plus a „seriozitatii meseriei romancierului“ 71 . Astfel ca, a 
face stiinta in roman ajunge un titlu de glorie. Proust spunea ca medicina e cea care 


62 V1. Streinu, Preocupari literare , an VII, 8-9, aug.-sept. 1942, p. 417-421, reprodus in G. Ivascu, op.cit, p. 328; 

63 Liviu Petrescu, Realitate fi romanesc, Editura Tineretului, Bucure§ti, 1965, p. 96; 

64 Mircea Zaciu, Masco Geniului, E. P. L, Bucure§ti, 1967, p. 198; 

65 Ion Bogdan Lefter, Scurta istorie a romanului romanesc, Editura Paralela 45, Pite§ti, 2001, p. 50; 

66 Ovid. S. Crohmalniceanu, Literatura romana intre cele doua razboaie mondiale, vol I, E. P. L, Bucure§ti, 1967, p. 445; 
67 Mircea Nedelciu, Zodia scafandrului, Bucuresti, Compania, 2000, p. 60-61; 

68 Mircea Nedelciu, Proza scurta. Aventuri intr-o curte interioara, Bucuresti, Compania, 2003, p. 19; 

69 C-tin Ciopraga, Hortensia Papadat-Bengescu, Editura Cartea Romaneasca, 1973, Bucuresti, p. 155; 

70 G. Calinescu, Cronicile optimistului, E. P. L, Bucuresti, 1964, p. 143-144; 

71 Mihai Zamfir, Cealalta fata aprozei, Editura Eminescu, Bucuresti, 1988, p. 25; 
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prclungcstc maladiile date de natura. Perpessicius il completeaza: medicina §i romanul, 
gandindu-se la gradul de aplicatie §i verosimilitate clinica din romanele Hortensiei Papadat 
Bengescu. 

Adesea auzim ca scriitorul trebuie sa evite contactul cu psihiatria si sa lase pe seama 
medicilor descrierea starilor psihicului. In realitate, nici un scriitor nu a tinut cont de aceasta 
recomandare §i nici n-avea cum s-o faca, pentru ca principala sa misiune fusese din totdeauna 
zugravirea universului sufletesc §i, deci, intr-un fel sau altul intotdeauna s-a numarat printre 
precursorii §tiintei. §i aceasta cu atat mai mult cu cat granita dintre psihicul normal si cel 
numit bolnav este, in primul rand, o delimitare conventionala si, in al doilea rand, atat de 
labila incat lice arc dintre noi o poate trece de mai multe ori in cursul unei singure zile. Pe de 
alta parte, psihiatria nu se ocupa numai de boli (pe care nu le poate intelege decat cu ajutorul 
starii de sanatate), ci §i de tulburari u§oare. Astfel, scriitorul nu poate evita psihiatrul si nici 
psihiatrul pe scriitor, iar tratarea literara a unei teme psihiatrice nu poate dauna calitatilor 
estetice. Georges Dumas spunea: „adevaratul maestru al psihiatrului este romancierul“ 72 . 

Referitor la studiul patologiilor ascunse, Perpessicius aseza tratarea lor scriitoriceasca 
chiar in fata psihiatriei: „Fie ca ne aflam in fata unui caz de isterie, am zice inocenta, 
favorizata de anumite tulburari, si ca o consecinta a pudoarei sexuale, fie ca avem de-a face cu 
un caz de obnubilare intelectuala, in care dismnezia de evocare se in so teste de un complex de 
simptome, orice ar spune psihiatria, oricate diagnoze ar pune, oricat ar epiloga §i oricat ar 
interpreta, nimic nu egaleaza romanul acestui caz, pe care singura doamna Hortensia 
Papapadat-Bengescu putea sa-1 alcatuiasca din atatea fibre ascunse §i din atatea 
imponderabile, sa-1 inchege §i mai ales sa-1 umanizeze“ 73 . A§a ar putea suna cea mai fericita 
exprimare care sa sintetizeze tema propusa. Foaia de observatie face ca adevaratele personaje 
ale cartii sa devina anomaliile (de orice tip ar fi ele), un catalog de absurditati la capatul caruia 
personajul, meduzat de ele, intra intr-o stare de mecanicitate, de somnolenta, de paralizie, o 
reductie de mecanism, tipica pentru toata literatura naturalista care-i urmeaza pana-n zilele 
noastre. Mobilitatea redusa a mintii si trupului, ca§tigata prin somnolenta, prostie §i paralizie, 
transpuse de romancier in materie epica, da Hi nici „monumentalitatea §i misterul naturii 

/v w . CC 74 

insa§i . 

Cu toate acestea, Ovid. S. Crohmalniceanu era de parere ca se poate trai intre ace§ti 
oameni carora nenorocirea le scoate la iveala „farama de umanitate dintr-in§ii“ 75 . Fiecare 
personaj, in felul sau, aspira tragic la o viata comuna, care este refuzata de normalitatea 
proprie, fie ea psihologica sau fiziologica. Vorbim a§adar in opera Hortensiei Papadat- 
Bengescu de patologic ascuns si patologic cu fisa clinica, doua grupe in care pot fi stranse 
toate personajele ciclului Hallipa. Omul Hortensiei Papadat Bengescu se delineate fata de un 
univers social. Hallipii, Dragane§tii, Valterii s-au catarat dar s-au §i tarat pe scara sociala §i s- 
au ales cu zgarieturi, daca ar fi sa-1 parafrazam pe criticul Ovid. S. Crohmalniceanul. Cu alte 
cuvinte, incercarea lor de a domina acest univers social are ca rezultat o falsificare psihica, iar 
boala nu este altceva decat „solutia“ gasita de autoare pentru „reintegrarea“ personalitatii 
frustrate in drumul constient catre moarte. Se vehiculeaza (de catre Nory) chiar ideea unui 
privilegiu de clasa al suferintei. In ce sens boala este o reintegrare? In sensul ca numai prin 
boala omul scapa de corvoada apararii pozitiei sociale, care-i macinase toate puterile, iar 


72 Nicolae Manolescu, Area lui Noe, Editura 100+1 Gramar, Bucure?ti, 2000, p. 181; 
73 Perpessicius P, Scriitori romani, vol. Ill, Editura Minerva, Bucure§ti, 1989, p. 284; 
74 Radu Petrescu, Meteorologia Lecturii, Editura Cartea Romaneasca, Bucure?ti, 1982, p. 148; 
75 Ovid. S. Crohmalniceanu, op. cit., p. 449; 
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spiritul este „viata care taie chiar in carnea vietii“ 76 . Conventiile, obligatiile, totul e dizolvat in 
miracolul §i „nobletea“ bolii. Fata de universul dezvSluit de boalS, omul e liber. Libertatea sau 
iluzia libertStii nu se putea obtine decat prin eliberarea de metafizic. Cum aceastS eliberare 
este de douS feluri, vom avea si douS tipuri de bob §i bolnavi. Unii, mai „noroco§i“, care au 
parte de o eliberare absolutS de univers. E vorba aici de bolile incurabile, ca ftizia lui 
Maxentiu. In celSlalt caz, boala e numai un semn de slSbiciune, de imposibilitate psihicS de a 
mai suporta constangerea socials, o jalnicS modalitate de evadare. Lenora, DrSgSnescu sunt 
reprezentantii de seamS pentru care spitalul Walter e un loc de refugiu. Singurul sentiment 
uman ll au tot bolnavii si se traduce prin rnila pentru ei in^isi.Cioran zicea ca omul are trei 
vieti: intrauterinS (inconstientS), extrauterinS (constientS) si postmortem (viata de dincolo), 
fSrS de care totul ar fi o nerozie, un nonsens. Sufletul vine la nastere nu pentru a fi fericit, ci 
pentru a ispSsi, cSci fericit era acolo sus in preajma divinitStii, dar comparabilS cu fericirea 
aceea nu poate fi nicio trSire pe pSmant. „Vine sS-si ia doza de amSrSciune si tristete, vine sS 
schimbe cu ceva omenirea, vine cu rostul sau pe lume“ 77 . 

Cand autoarea §i-a pus problema cSilor de eliberare si a cSutat o solutie de reintegrare a 
personajelor, alegerea bolii ca rSspuns este tragicS, pentru ca, in drumul ei consticnt spre 
moarte, boala nu poate fi o solutie, cel mult „o vagS misticS a purificSrii morale prin 
suferintS“ 78 . ScSparea nu mai poate veni nici mScar din partea doctorilor. Putinele reveniri 
cameleonice (de fapt, agonii de dinainte de moarte) bolnavul le datoreazS propriului sau 
psihic, care face ultimele sfortSri. Medicii sunt, in ciclul Flallipa, „marii bolnavi imaginati de 
scriitoare“ 79 . Fie ca sunt impostori in medicina (dr. Rim, medicii bacteriologi gemeni Hallipa, 
profesorul G.), fie ca sunt eminenti clinicieni intr-un domeniu prin excelenta ambiguu- 
psihiatria (dr. Walter §i Cojan), fie ca au specializare clara (dr. Raut-T. B. C. §i dr. Caro- 
infectioase), ei indeplinesc propria lor vindecare. Unii i§i rezolva complexele de inferioritate 
(Rim si Caro), altii pe cele de frustrare. De aceea, bolile mari se vor analiza in relativa 
independents fata de medicina curativa si in stransa dependents de psihologia bolnavului, iar 
preocuparea pentru boalS le dS un rost existentei, ii salveazS de la nemultumirea existentialS. 
AdevSrata moarte nu-i putreziciunea, ci repulsia fatS de viatS, indiferenta fatS de orice trSire. 
„Omul e obligat sS se chinuie cu murirea de fiecare zi a trupului ca sS o poatS transcende“ 80 . 
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IN SEARCH OF THE DIVINE FACE. DANIEL TURCEA 


Stefan Mihai Sebesi-Suto 

PhD Student, "Petru Maior" University of Tirgu Mures 


Abstract: Daniel Turcea seems to be engaged in a continuous quest for revealing the sacred nature of 
his poems, the divine light that contaminates the poetic universe of his second volume, Epifania. For 
Daniel Turcea, the process of purification, understood as a spiritual one, has to be seen as a 
metamorphosis of light sprung from a kaleidoscopic world, a timeless one, which illustrates, in his 
specific hermetic way, the condition of the artist. 

Keywords: poetry, Daniel Turcea, quest, the divine, light, Entropia 1 , Epifania 2 


In cazul lui Daniel Turcea, sansa redemptiunii ia forma unei continue pendulari intre 
lumi care pe cat sunt de pretentioase, cautand Forma Fixa a Ideii, Geometria Perfecta, nu 
cauta altceva decat a determina revelarea unui chip divin rasfrant din lumina pura rasarita din 
atemporalitate. Ceea ce atrage atentia asupra Entropiei si Epifaniei e stilul actoricesc de a-si 
prezenta vedeniile poetice, un stil necaracteristic prin care evoca o prezenta ascunsa. Cel putin 
in primul volum in care, cu fiecare rand scris, cu fiecare vers nou conceput, flirtul cu 
divinitatea nedezvaluita fructifica sentimentul acut al absentei, decreatia necesara pentru ca 
drumul spre mantuire sa poata li intrezarit. Si va li intr-adevar revelat in Epifania. 

Daca Entropia „raspunde unei intentii limpezi, sprijinindu-se pe ideea unei poezii 
care-si inventeaza propria geometrie, propriul spatiu de forme pure si aparent dezordonate” 3 , 
Epifania 4 desi pastreaza liniile interioare trasate in precedentul volum devine „o cantare a 
treptelor” ce functioneaza ca motto, asezat la capataiul titlului, dezvaluind „o forma a poeziei 
de cunoastere, bazata pe iluminare ce castiga in tensiune, in dramatism. Treptat se incheaga 
un lirisrn de mari transparente si puritati in care salasluieste un suflet extatic. Poeziile 
seamana cu iceberguri care mai mult ascund.” 5 

Secundele in cazul poetului se perinda drept „crini pe sub ape usor despletind/ apa 
imaginandu-si vase subtiri irigand celule fara forma/ difuze geometrii/ helixuri instabile in 
rozele spirale/ sau fixe apatite sau mov cuantozomii/ Ceremonii de Osmiu in pale vacuole/ aur 
coloidal/ omizi de pori alunecand in spini/ fosforescenti/ alcatuind pagode/ pentru lungi 
unghii, lungi, de mandarini/ - nervi servi - / spunand ca nu stiu cai secrete/ catre mini de 
Galaxii perfecte”. Timpul este suspendat tot astfel cum din viata omeneasca nu raman decat 


1 Turcea, Daniel, Entropia, Editura Cartea Romaneasca, Bucuresti, 1970. 

2 Turcea, Daniel, Epifania, Editura Cartea Romaneasca, Bucuresti, 1978. 

3 Nicolae Manolescu, Literatura romanapostbelica. Poezia, Colectia „Canon”, Editura Aula, Brasov, 2001, p. 302. 

4 Daniel Turcea, Epifania, Editura Cartea Romaneasca, Bucuresti, 1978. 

5 Nicolae Manolescu, op. cit., pp. 305-306. 
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„celule fara forma”, ramanand captiva unei „incaperi” din care nu poate sa se iveasca nici 
macar dorinta, nici macar un delicat avant spre Afara. In astfel de poerne precum Secundele, 
Daniel Turcea are meritul de a surprinde sufocarea existentei, a mortii, in imagini de o 
deosebita involburare. Pentru acesta, Omega nu ramane la un simplu stadiu de concept, ci se 
prezinta sub forma unei atitudini recalcitrante, a unei angoase ce dezvaluie un spirit revoltat, 
intors spre sine, impotriva „Organizatiei Secrete a Ideii”, impediment in calea izvorarii unei 
frontiere intre cele doua componente ale desavarsirii, constiinta si viata, comuniune vazuta 
drept „floare de aur” 6 de catre C. G. Jung si care, totodata, instituie un cult al mandalei, caci 
una o conditioneaza inevitabil pe cealalta. Intr-o continua cautare a raspunsurilor empirice, 
poetul devine robul propriei pelegrinari „catre mini de Galaxii perfecte”, metafora a unitatii 
spre care tinde. 

Aceasta „Galaxie perfecta” pe care si-o imagineaza prinde contur in poezii precum 
Sansa inefabila a renasterii florentine unde, la fel ca in cazul lui Eminescu, imaginea ruinii 
presupune rememorarea unor timpuri vechi, sacre, astfel incat pentru Daniel Turcea determina 
emanciparea unui spatiu „atat de pur/ meat nu e locuit. Obiecte de gol, absenta/ Ireal, dintr-o 
vointa a puntii dansand la nesfarsit.” Singurul element ce nu se subjuga absentei desavarsite 
este vointa privita ca intentie de scindare in fata unui univers caracterizat de imobilitate si 
pustietate. Pe de alta parte insa, tocmai acest solitarism confera calitati primordiale 
„Imparatiei Eterne a Spatiului”, parafrazandu-1 pe Platon, cautand asemeni umanistilor 
renascentisti nu doar dinamismul existential al omului, cat si vointa indreptata spre o 
comuniune universala precum in cazul lui Paracelsus. Tot astfel se poate explica tensiunea 
creata in urma incercarilor himerice de a transcende realitatea, pastrand vie speranta regasirii 
acestui spatiu protector contrapus intemperiilor impuse de regimul comunist al vremii in care 
traise si isi transcrise propriul crez in versuri. Poeziile sale, mai ales cele cuprinse in paginile 
volumului Entropia, cer a fi privite dintr-un dublu perspectivism intrucat cu cat fantasmagoria 
angoasei se destainuie mai pronuntat, cu atat se intrezareste dorinta de sublimare. Vorbim 
asadar de o moarte si reinviere in planul versurilor testimoniale, pastrand sansa inefabila a 
renasterii in plan spiritual. Pana si sora poetului in biografia postuma ce i-a dedicat-o vorbea 
despre demonii creatiei ce 1-au detenninat sa scrie o astfel de poezie obscura si sumbra, dar al 
carei ton se tempereaza in cadrul Epifaniei, volum aparut la opt ani distanta. 

Imaginarul poetic contemplat penduleaza intre un aid si nicaieri, e un „spatiu in 
miscare gandindu-se pe sine”, angajat intr-un joe al unui discurs ermetizant ce ascunde sansa 
redemptiunii. Ireal, constient de natura universului contemplat, Daniel Turcea surprinde 
specificul unui astfel de spatiu mistic: „se afla in sud si-n acelasi timp gheturi/ il adora la nord 
boreal/ se afla oriunde nefiind oriunde/ Spatiul se gandeste pe sine sculptand/ locuieste-n ace 
irisi ce ucid/ numai numai numai/ pentm ca vad si/ astfel impletesc in lenta miscare/ legi cu 
gene lungi lungi crepusculare/ El nefiind - spatiul propriei absente/ al propriului spatiu - se 
intrepatrund”. Poetul cauta cu nestavilita ardoare „forma clara”, geometria ce confera vietii 
insemnatate. Vazuta in ansamblu, e un soi de poezie „care-si inventeaza propria geometrie, 
propriul spatiu de fonne pure si doar aparent dezordonate. Autorul are nostalgia unui Orient 
mirific, spatiu pur, nelocuit, ireal, ce se identified o data cu Asia pastelurilor chineze ale lui 
Alecsandri si Macedonski, altadata nu Nordul boreal al lui Iuliu Cezar Savescu sau chiar ca 


6 Floarea de aur poarta simbolistica drumului dinspre nigredo mspre albedo, e planta ce creste dintr-un Tntuneric aflat 
dedesubt si poarta in partea superioara floarea de lumina, cf. Carl Gustav Jung, op. cit., p. 24. 
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Spania baroca a lui Eminescu. E o lume de geometrii incerte, matasoase, de arome, de pietre 
scumpe, de culori, de fructe si de animale stranii.” 7 

Imaginea mortii revine pragmatic si aproape obsesiv in versurile lui Daniel Turcea, dar 
posedand un sens intors; cheia intelegerii acestui sens invers regasindu-se tocmai in titlul 
volumului, Entropia. Formula entropica insinueaza astfel existenta unui spatiu pur si 
purificator in acelasi timp, contrapus si complementar Terrei: „Daca ai alege Terra drept 
posibil/ Timp al formei Clare unde se aleg/ si din nemiscarea miscarii prin spatiu/ si prin timp 
viscere fara viata vi/ se trece-n miscarea ce aparent e opiu/ din prea multe stele dintr-o alta zi/ 
Atunci/ am fi aici, inlocuind Florida/ si ne-am gandi in creta umbros maslin la Cruz/ nu ar 
exista spatiul acesta, Mortul spatiu / cu solzii legi bolnave/ de timp, de simetrii/ ce-n bronhii se 
hraneste cu sufletele noastre/ care-i parcurg catete, bisecte unghiuri si-n/ ‘nnoptate pleaca-n 
Luna/ cand timpul aglomereaza/ aglomereaza spatii si spatiile sugruma.” Spatiile despre care 
ne vorbeste poetul nu sunt altceva decat cadre statice ale altor cadre, zone crepusculare ale 
unor universuri ce converg intr-unul singur, cel din Afara. Poetul asterne, asemeni unor pete 
pe panza, lumi noi pe care le proiecteaza de-a lungul si de-a latul Terrei, trecand de la 
„Verdea China”, „Tara Sin” sau „Tara Yemen” spre „Tara ConCaVa” printr-un proces 
metafizic, dand nastere „unor efluvii de forme, viziuni caleidoscopice, visand geografii lirice 
si exotice si populandu-le de fapturile suave ale imaginatiei sale.” 8 Renasterea la care face 
aluzie Daniel Turcea e de fapt metafora genezei unui univers dintr-altul, „un spatiu in miscare 
gandindu-se pe sine/ nu nemiscarea unei atomic-ierarhii/ rotindu-se putina sub devastarea 
legii/ care viseaza plane planari de largi nisipuri/ si care apare clara si asa, cum, irizand/ mai 
departe mult mai/ si-apoi aproape-aproape/ distante fara aer/ doar lune lune pleoape/ rubiniu si 
vanadiu oglinzi curg in oblinzi/ un spatiu ce exista intreg dar 1-am cuprinde/ nu ne-ar fi in 
afara nici noi in afara lui/ am anula succederi etape ireale/ la nisipoase timpuri in repetata 
vale.” 

Sansa inefabila a renasterii florentine ia forma Hieroglifei, imagine cu valoare de 
sirnbol, ce ascunde intentia alchimica de a transiigura realitatea. E sansa unei renasteri, e 
sansa unui avant spre absolut materializat in cuvant poetic. Se contureaza totodata scheletul 
Sarpelui Uroboros nu doar in versuri ca „e impletirea-n sarpe ca-n dalta de Praxit/ mai cautat 
prin alge de-ntreg Regatul Beat’/ mai mandra Caliope ca poezia-n sine/ caci e o poezie cu 
sexuri in rubine”, dar si prin sugestia ciclului inlinit al timpului si revenirea asupra 
contemplarii sfarsitului: „desigur timpul in candele candel/ desigur se repeta, finit si menuet/ 
cu reverenta mortii/ desigur vom petrece in raiurile cheflii”. Intr-un mod ce caracterizeaza 
intregul volum, poetul insufla materiei din care isi compune universurile o caracteristica 
aparte, plamadirea continua, „materia se zbuciuma intr-o continua facere” 9 , gandita in 
extreme, astfel incat pe alocuri este contemplate unitatea primordiala, amintindu-1 pe Platon 
cu a sa Imparatie Eterna a Spatiului, iar alteori versurile surprind inflamarea starilor extatice: 
„se napadea de cactusi tot aerul alerg/ printr-un regat de ata spre comitatul Berg’/ au ars pe 
rug oo, magii, in Tara de Cristal/ caci proorocira calda si afanat molusca”. 

Afinitatea poetului cu ideea mortii e evidenta in poezii precum Miracol ce evoca o 
atmosfera baroca, specifica lui Daniel Turcea, dupa cum si Nicolae Manolescu afinna: 
„lirismul penduleaza asadar, intre fantezia jucausa si stilizarea subtila. As zice ca Daniel 
Turcea simuleaza vorbirea pendanta, si ca tonul lui esential e similioracular: o data construit 


7 Ibidem, p. 302. 

8 Ibidem, pp. 302-303. 

9 Ibidem, p. 247. 





394 


Iulian Boldea, Cornel Sigmirean (Editors) 

MULTICULTURAL REPRESENTATIONS. Literature and Discourse as Forms of Dialogue 
Arhipelag XXI Press, Tirgu Mures, 2016 
ISBN: 978-606-8624-16-7 
Section: Literature 


decorul, o data sugerata atmosfera, poetul se lasa in voia imaginatiei lui iubitoare de miresme, 
de exotism, de visare si de ideograme” 10 la care se adauga solemnitatea trecerii nestavilite a 
timpului. Moartea devine aici „Un Cristal/ in mii de fatete nestiind una de alta/ decat, poate, 
prin senzatia de animal de racoare/ care le cutreiera/ cand asculta in califate de pozitii/ in 
reflexii in apa a unor geometrii incredibile/ de forma unor lebede/ cu nostalgii de safire in 
sange/ ca o roca/ sau ca un pustiu/ gandind saturnale la mari departari/ cascade verzi si 
animale de matase.” Poetul constientizeaza misticismul trecerii in nefiinta, de aceea nu 
resimte neliniste, anxietate, ci mai degraba ramane fascinat de spectaculozitatea procesului. 
Vointa sa e de a imprima mortii o urma de banalitate, astfel incat, privita asemeni unui 
caleidoscop, contrariile sa fie armonizate: „ca o hlamida rece a presimtirii/ ferindu-te cu fast si 
insomnii/ la masa cu sfesnice, fiecare/ un suflet rnort de mult stand cu tine la masa/ ori strainii 
care tocmai au sosit odata cu seara/ si asta durand/ cale de un om”. 

Evenimentul funerar devine incetul cu incetul spatiul unei reintalniri, moartea 
devenindu-i eului aliat. Sfarsitul, inevitabil de altfel, e perceput diferit dupa propria-i formula 
entropica, dezvaluind setea de joe. Jocul, specific celor ce sunt in viata, ilustreaza intocmai 
revendicarea contrariilor ce intr-un final predispune infaptuirii miracolului. Exista asadar viata 
dupa moarte in poezia lui Daniel Turcea pretuind nostalgiile de safire: „cineva, se pare/ o va 
inlocui cu cenuse/ si tu vei trece cu aceeasi solemnitate/ fara a spune un cuvant/ deoarece 
aidoma clapelor/ au nevoie de intreg sistemul pianului/ altfel vom juca domino/ impreuna/ la 
ceai/ timp de 4 imperii/ reluandu-se prin caleidoscop/ pana cand aerului ii vor creste unghii/ si 
se va juca biliard/ cu ochii rostogoliti pe lespedea alba”. 

Daca in celelalte poezii poetul cauta lumile din afara cu o oarecare neliniste resimtita 
la nivelul tonului investit in versuri, cel putin in acest caz se remarca domolirea atmosferei 
incarcate, mai mult decat atat, finalul poeziei denota o stare de calm. El asteapta ca „celalalf ’ 
sa ia parte la aceasta experienta mortuara, iar din momentul in care transcendenta a devenit 
posibila si tirnpul ce candva era masurabil va sta sub semnul eternitatii. 

Calatoria vizionara in care e angajat poetul il poarta Prin gradina japoneza unde va 
cocheta cu imaginea unei divinitati. Divinitatea evocata de Daniel Turcea pare sa se 
intruchipeze ca finalitate a operei la negru, ajunsa in faza de conjunctie sugerata de 
imperecherea „sotiei” cu „neinvinsul samurai”, care are efect universal: „prin gradina 
templului Yudaho/ nebanuit ca pumnalele-ntoarse/ se plimba/ printre puzderii scoici si ciresi/ 
inteleptul in alb Kimono/ langa lacul cu flori arse/ neasemuit de frumoasa sotia/ neinvinsului 
vreodata samurai/ nascu/ patrate albe-si luminau hartie/ s-atat de verde iaz in cesti de ceai/ la 
destramari de ceturi - Fugyiama/ ciudata prabusire a lunii/ mare sau ploi nesfarsite/ si 
pretutindeni/ aceasta ocazie a Timpului/ aceasta intamplare a Spatiului/ si acest calmant al 
Actiunii”. 

Flirtul cu divinitatea, nedezvaluita si neasumat inca, il determina sa dea indicii cheie in 
legatura cu lumea desprinsa din poeziile sale, o lume atemporala in care totul este si nu este, o 
lume in care fiintele ce o populeaza au si nu au in acelasi timp materialitate, o lume arsa 
deasupra careia planeaza un spirit dornic de regasire a unitatii. Cum era de asteptat, se 
remarca afinitatea poetului cu religia hindusa de unde rezulta perceperea figurii divinitatii. 
Cum e imateriala, aceasta ramane, la nivelul acestui volum, doar perceputa. Imaginea lui 
Dumnezeu, desi „arsa”, ramane totusi mantuitoare, de unde si convertirea produsa in 
Epifania. 


10 Ibidem , p. 305. 
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Viata e vazuta ca transa, iar nostalgia pe care o simte poetul permite aparitia unor 
universuri halucinante, lumi construite asemeni unui Turn Babel in care toate se invalmasesc, 
dar care pastreaza intentia indreptata spre oranduire. Din invalmaseala imaginilor ia nastere 
forma perfecta, Cubul sau Cercul, leganate de armonioasa rnuzica ce se ascunde in toti si in 
toate, farama divina. Principiul ordonator, intrarea in Joe , nu trebuie descris in cuvinte, ci mai 
degraba simtit, intrucat cuvintele nu fac altceva decat sa profaneze sanctitatea Actiunii : „a 
incerca sa folosesti cuvintele pentru a descrie actiunea/ Principiului/ inseamna a nu vorbi 
despre El ci despre contrariul Lui/ cuvintele sunt vai sunt circuri sunt zaruri/ Distanta/ deci/ El 
absoarbe pentru ca El este/ aceasta asezare de obiecte sub semnul proportiei/ deci al muzicii/ 
din antichitatea aerului/ segmente si trapeze, conuri si plane de aer/ ca un animal de vid/ cu 
Ceremonia Sangelui mineral si unde/ respira si doarme un print/ visul lui este trupul acestui 
Ev/ si din risipite vocale/ Exilul” ( Linia dreapta). 

Cum totul pare visare, cum lumea nu-si afla linistea, nici fiinta nu va scapa de semnul 
incertitudinii luand forma Androginului. Curentele hermetice, printre care se numara alchimia, 
au pus in discutie tema androginului care a ajuns sa se identifice cu Dumnezeu din pricina 
caracterului omniprezent si omnipotent al divinitatii in totul si in toate. In Corpus hermeticum 
aflarn ca „Dumnezeu e in acelasi timp Unul si Totul, infinit implinit de fecunditatea celor 
doua sexe.” Raspunsul pe care alchimistii il cautau in raport cu viata era, bineinteles, legat de 
nemurire, concept ce trebuie inteles drept sete de implinire si comuniune universala. Spirit 
erudit, nici poetul nu face abstractie de la aceasta invatatura hermetica conturand imaginea 
Androginului in poeme precum Mitul oglinzii. Intelesul alchimic al poeziilor scrise de Daniel 
Turcea trebuie intrezarit ca raspuns al acestei dorinte de comuniune, esenta a vietii, spre care 
tanjeste. Strans legata de biografia sa, poetul incearca sa se apropie de divinitate prin toate 
mijloacele posibile, sustinand existenta unui Univers dual, caracterul Ying - Yang. Adevarata 
existenta nu poate fi asadar privata de caracterul androginic, iar pentru Daniel Turcea poezia 
are un rol purificator. Prin opera poetul spera sa gaseasca implinire, spera sa revendice fiinta 
primordiala, incearca regasirea star'd edenice. Ca o consecinta, intreg volumul Entropia 
poseda functia cathartica a hermetismului de revendicare a contrariilor sugerata printr-o 
multitudine de imagini geometrice cu valoare de simbol: Cubul, patratele, cercul etc. 
reliefand intr-un final Rebisul hermetic, fiinta umana reintegrate intr-o stare de plenitudine 
paradisiaca. lata cum reconstruieste Daniel Turcea imaginea Androginului: „oriunde, oricat de 
departe, Acolo/ Clopotul golului si hypnotizand/ cea mai frumoasa femeie desface cadavre ca 
starea desertului/ cel mai frumos barbat/ urea aerul ca pe o moscheie/ Acolo/ Fiinta eterica 
Fara Sex Dar luandu-1 ce pel opus/ mistuitoare oaza si totul se topeste-n pletele ei/ om lup/ 
parasiti-va trupul. El arde si digera sufletul/ parasiti-va sufletul. El arde si mistuie trupul/ in 
fiecare din noi sunt Aceste 2 fiinte fara cap/ chiar si craniu e numai trup/ chiar si el naste 
fiinte/ suave/ pentru care cerul cristalin e mai dur/ decat namolosul labirint pentru cartite/ Hi 
Hi/ cine aluneca/ cine aluneca/ coastele calpa placere/ a atingerii femeii de fum/ totul e-n 
tropice tropice. S-atat de frumoasa otrava/ luxurii luxurii Zapada/ e un dans de lunatic saman/ 
aflati/ e afara strainul/ fara cal, dati-i drumul si bland/ strainul avea dinamita/ sora mea 
sfartecata plangand/ sunt oglinzi oriunde. Si stelele/ din locul de unde dispar/ se refac in 
oglinzi de placere/ Universul acesta e par.” 

Comuniunea adorata devine si mai evidenta in Dezastre prin referinta la Vede. In stilul 
sau caracteristic, poetul sustine ideile hinduismului confonn carora in tot ceea ce ne 
inconjoara salasluieste o farama divina. Insertia faramei divine in ansamblul elementelor se 
prezinta drept „o spargere a cercului in cristale in vai/ si o nostalgie de nicaieri/ de nicicand/ 
obiecte/ hipnotizate de viata/ obiecte-n transa viata halucinand/ pelerini pelerini pelerini/ spre 
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carbon/ spre cenusa, camasa cenusii/ ca dovada c-a ars Dumnezeu/ si pot sa-nnebuneasca 
alesii/ si cine-ar mai crede atunci in fereastra/ necuprinsa prapastie albastra/ si cine s-ar indoi 
de ce vede/ si cine n-ar mai auzi/ decat tacerea ce ninge in Vede”. Nostalgia resimtita 
deplange indepartarea de rnediul divin, semn ca, in ceea ce priveste existenta, s-a produs o 
raptura, iar tocmai aceasta distantare inseamna asumarea mortii in plan spiritual. In fata mortii 
singura actiune ce are sens e amintirea trecutului, a lumii din Afara, „Puntea Nesfarsita/ 
rememorand, poate chiar spre trecut/ inversand cu o lume de morti inviati/ spre ovare umflate 
de luna/ o lume uitand sa poata deschide/ mai multe sanse abside/ sa astepte in forme sa- 
nsenine/ mai multe si tot mai putine/ ori poate desenul si metamorfoza/ in necuprinsul static 
cuprins prin osmoza/ Unit infinit/ din medium in calmele, plan, din cicliuri,/ al linistii, mortii 
in absolut.” 

Desi poeziile volumului de debut graviteaza in jural sentimentului de risipa a 
Principiului divin, poetul nu ezita sa intrezareasca vapai ale luminii mantuitoare izvorate 
tocmai din apasarea tonului rezultat din actiunea sufletului ce „se cufunda intr-o contemplare 
fara margini.” 11 Fiind o poezie de tip extatic, poetul contempla redemptiunea din 
fragmentarismul existential, precum in Poem didactic. „poate ca suntem vii dar obiecte/ 
fragmente emigrand in fragmente/ sub umbra vietii pe stinse planete/ ca si cum te-ai umple de 
degete/ toate cu multiple intrebuintari/ de apa, de luna, de tari/ lung exod pe niluri/ catre 
piramide/ unde faraonul/ Paraparmenide/ s-a-ngropat in Ra fracta zi/ - molima/ de cameleon/ 
Vis Fiind oglinzii arithmos ideon”. 

Visand renasterea spirituals, cautand chipul divin, poetul are intuitia convertirii spre 
lumina, inteleasa ca regasire a legaturii pierdute cu divinitatea: „De atunci/ Din clipa cand 
totul a devenit fara sansa/ Cu golfuri largi/ De foarte departe razbeau lumini” (A treia). 
Lumina intrevazuta de poet, nascuta din vidul in care pana si existenta isi pierde semnificatia, 
aduce intr-un final beatificarea vietii. Desi scris sub influenta unei constiinte incarcate, 
tulburi, macinata de angoasa actiunii de a fi, volumul Entropia ramane impregnat totusi de 
vointa vadita de a scrie despre viata chiar daca trebuie privita si din perspectiva mortii. 
Contrastul dintre viata si moarte are in fond sarcina de a determina accesarea celor mai 
profunde stari ale fiintei, liniile interioare, geometria, transcendenta meditatiei coborarii in 
tenebre. Pentra Daniel Turcea poezia devine oglinda unui suflet incarcerat de propria limitare 
ce cultiva hazardul existential, insa, oricat de apasatoare ar fi viziunile, lirismul sau ascunde 
indicii ale reveriei ascensionale dorite sau, cum afirma poetul in Geometria sau cautarea 
drumului, „este elogiul adus/ de gene, desavarsirii”. 

Geometria sau cautarea drumului, ofera o ampla perspectiva asupra modalitatii de 
cunoastere pentra care a optat poetul, geometria nefiind altceva decat „descompunerea 
luminii/ geometria - lege a lumilor inchise (...) Geometria este haosul care tinde spre axiome/ 
incertul care tinde spre Incontrolabil/ Geometria elimina tot ceea ce se poate sti/ pentra a 
ajunge la ceea ce nu se poate sti/ (...) Geometria/ proportie si ciclu/ devorandu-ne lent/ 
ceremonie/ vis prin exactitate/ cum te umpli de serpi in preajma maselor/ cu greii magneti/ ai 
zapezilor gravifice/ ningand spre irisul fecund din centra/ Incandescenta/ Poarta/ spre 
Lumina, deci/ singurul loc care nu poate fi locuit." Intr-un final, „poezia lui Daniel Turcea 
devine una a luminii, simbol al desavarsirii si dumnezeirii nemarginite, iar poetul nu se mai 


11 Ibidem , p. 306. 
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defineste ca un aventurier fara tinta al lumilor imaginare, ci un insetat de lumina, ducand cu 
sine „focul cuvantului” si dorinta de a locui seninul din pestera platoniciana a cunoasterii.” 12 
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Abstract: As it experiments towards shaping a formula which depicts a more refined and 
intellectualized fiction, Alexandru Vlad's prose from Drumul spre Polul Sud (The Road towards the 
South Pole) stands for a landmark. On the one hand, because it reflects a slightly and discrete move 
from the already established ground of the earlier short stories in terms of craftsmanship, and on the 
other, as it encourages new possibilities for future prose-related projects, up to the point of 
transforming the swing between genres into a personal stencil. 

Keywords: analysis, perspective, intellectualised, experimental, reflective, literary theory 


Cu toate ca nu intru totul raliat la prerogativele acesteia, undeva nu foarte departe de 
„politica” generala a optzecistilor desantisti se situeaza si programul scriitoricesc al lui 
Alexandru Vlad. Daca e adevarat ca premisele textualiste alimenteaza in subsol textele 
scriitorului clujean, nu e mai putin evident, insa, ca tot acest proces se desfasoara, aici, cu o 
miscare mai discreta, caci prozele „pariaza” pe alte virtuti, care, fara a compromite nucleul 
realist-analitic al textelor, admit, totusi, din cand in cand, unele derapaje uneori de-a dreptul 
flagrante ce lasa la vedere schita de proiect. Mai mult decat in romane, unde miza e alta si va 
fi urmarita prin mijloace diferite, o asemenea tendinta de a literaturiza si descifra in chiar 
pagina textului mecanismele sale de punere in functiune, resorturile si motivatiile care il 
legitimeaza, va fi apanajul povestirilor, care exploreaza cu o mai mare libertate de actiune si 
dezinvoltura pe marginea posibilitatilor de desfasurare epica. 

Inca din primele comentarii critice, s-a vazut ca e vorba aici despre niste proze care isi 
decanteaza semnificatiile la intretaierea unor niveluri multiple de perceptie a realitatii. 
Fizionomia lor esentiala distileaza, cel mai adesea, detalii de profunzime desprinse din 
mijlocul cotidianului ori al reminiscentelor biografice, pe care le supune observatiei cu o 
migala si un tact aproape stiintifice. E o „reteta” care il va consacra drept unul dintre analistii 
de prim-rang ai optzecismului. O remarcase chiar Radu G. Teposu, de altfel, in Istoria tragica 
& grotesca a intunecatului deceniu literar noua, atunci cand vorbea de capacitatea prozelor 
din primele doua volume de povestiri - Aripa grifonului, respectiv Drumul spre Polul Sud - 
de a opera „radiografia” realului cu o abilitare aproape chirurgicala: „[...] Alexandru Vlad stie 
sa coboare si in imediata apropiere a vietii, sa-i simta freamatul si sa-i descifreze misterul 
ascuns. Efectul, in astfel de cazuri, nu e totusi de autenticitate clocotitoare, ci de cristalizare a 
realului in imagini seducatoare. Ochiul pare a observa lumea printr-un ochean colorat care 
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hieratizeaza miscarea, gestica personajelor, fara a o indeparta insa de esential.” 1 Nu 
spectacolul ideii (desi desfasurarea acesteia va dobandi in multe cazuri aspectul unui edificiu 
grandios, ridicat cu meticulozitate olimpica), ori desfasurarea ceremonioasa a capriciilor 
auctoriale va da tinuta fundamentals a prozelor, insa, asa cum se intampla in cazul 
desantistilor „scoliti” la cenaclul condus de Ovid S. Crohmalniceanu, ci mai degraba 
coregrafia cu articulare reflexiva. Departe de programul epic cu interventii parodice, de 
gratuit si exercitiu ludic, asa cum il dezvaluie schitele umoristice ale unor loan Grosan ori 
Petru Cimpoesu, de pilda, ele aproximeaza mai mult o orientare de natura metafizica, straina 
de exuberanta antinaratiunilor colegilor de generatie. 

Chiar daca va ajunge sa scrie, in cele din urma, o proza ferita de intentii strict formale, 
Alexandru Vlad nu s-a indepartat cu totul de „moda” textualista aproape patologica din textele 
generatiei sale. Povestirile de inceput, in mai mare masura decat celelalte proiecte ulterioare, 
o vor asimila printr-o preocupare extrem de lucida - produs al unei conformatii iremediabil 
livresti a prozatorului - pentru arhitectura interioara a textului, a modului in care partite 
individuate concura aproape alchimic spre realizarea ansamblului. Fara supralicita „atelierul” 
de creatie al textului (desi, se va vedea, il vor exploata, periodic, in functie de necesitatile 
naratorului in cauza), ele sunt guvemate intotdeauna de oscilatiile unui spirit cerebral, cu o 
apetenta accentuate pentru teoretizare. E ceea ce 1-a facut pe Gheorghe Perian sa afirme in 
Scriitori romani postmoderni ca „[...] ideatia este trasatura esentiala a povestirilor din Aripa 
grifonului .” 2 Si de aici, mai departe, „incordarea intelectuala a autorului care confera prozei o 
tensiune deosebita.” 3 4 Prozele din 1980 cu care Alexandru Vlad debuteaza la Cartea 
Romaneasca pot ft citite, din acest punct de vedere, ca un tnic tratat de poetica a prozei, 
semnificativ pentru cele ce le vor urma la cativa ani distanta, dar mai ales pentru descifrarea 
motivatiilor intime ate prozatorului. Povestirea care da titlul volumului e cazul cel mai 
simptomatic: relatarea faptelor alterneaza aici cu fragmente dintr-un manscris mai vechi al 
naratorului, recent descoperit, pe marginea carora lanseaza o serie de reflectii livresti, de la 
voluptatea sinceritatii, la felul in care trebuie sa fie implicate personajele in proza sa si la 
observatii despre ce presupune a fi un bun prozator, la uzurparea realitatii prin fictiune, in 
fine; povestirea devine, simultan cu lamurirea unei crize identitare de la sfarsitul liceului, o 
critica de prim-rang asupra propiilor posibilitati epice ate naratorului si, mai departe, un 
breviar de teorie a prozei rezultat din observatii punctuate, pe text, a carui logica interna se 
desfasoara in paralel cu derularea evenimentiala. Daca aici e de gasit, poate, modalitatea cea 
mai caracteristica de aplicare a unor principii ce guvernau, de pilda, si prozele unor Gheorghe 
Craciun ori Mircea Nedelciu (e drept, cu alte mijloace si finalitati), nu e mai putin adevarat ca 
textualismul lui Alexandru Vlad urmareste, in buna masura, si o logica de tip structural, caci 
poate fi depistat inca din grila tematica intre limitele careia sunt „inregimentate” povestirile - 
cel mai adesea tema povestitorului, ori a memoriei - si, de aici pornind, din „principiul 
locomotor al epicului” de care vorbea Nicolae Oprea si pe care „il constituie de la bun inceput 
reamintirecT A , ori din strategiile narative antrenate in dezvoltarea epicului. Pe cele mai 
importante dintre ele le va inventaria Gheorghe Perian, in Scriitori romani postmodernf ar fi 
vorba, in primul rand, de tehnica racursiului, in nuvela cu acelasi nume (reluata in volumul 
urmator, Drumul spre Polul Sud si intr-o povestire ca Antract ), procedeul deja-clasicizat al 


1 Radu G. Teposu, Istoria tragica & grotesca a intunecatului deceniu literal• nouci, editia a 3-a, prefata de Al. Cistelecan, 
Editura Cartea Romaneasca, Bucuresti, 2006, pp. 246-247. 

2 Gheorghe Perian, Scriitori romanipostmoderni, Editura Didactica §i Pedagogica, Bucure§ti, 1996, p. 163. 

3 Ibidem, p. 164. 

4 Nicolae Oprea, Literatura „Echinoxului ”, partea intai, Editura Dacia, Cluj-Napoca, 2003, p. 122. 
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genului - povestirea in povestire - din Nordul, mai apoi, care determina si o multiplicare a 
perspectivelor, recursul la o arhitectura de tip simetric, identificabile in Ultragiul si Cenusa in 
buzunare din volumul mai sus-amintit, ori, in fine, de compozitia etajata a unor texte ca 
Scadenta, Teofil sau Vara transilvana, tot din volumul din 1985. 

Venite in descendenta povestirilor de debut, prozele din Drumul spre Polul Sud 
bifeaza, pe de o parte, un exercitiu de continuitate care, chiar daca ramane „[...] departe de 
textualismul pur si dur al altor colegi de generatie [,..]” 5 , cum nota Alex Goldis, , e 
„exponatul” lui cel mai evident, si, pe de alta, un punct de ruptura in raport cu volumele care 
il vor succeda. Despre el, la vremea aparitiei, Nicolae Steinhardt nota cu o curiozitate incisiva: 
„Motivatia psihologica e sumara, tema erotica monotona, anecdotica mai ca as spune triviala. 
De ce, atuncea, inseamna culegerea de texte scurte publicata sub titlul Drumul spre polul sud 
de Alexandra Vlad [...] o carte vie, interesanta? Fiindca precumpanesc nu intamplarile si 
personajele, ci privirea si acuitatea autorului. Acuitatea: nestirbita. Privirea: rece, fara crutare, 
atenta. Rece mai ales. Si grija, meticuloasa, de veghe. Nu mai putin obiectiva si neostenita 
decat a etimologului J.H. Fabre. Decisiva ramane insa raceala.” 6 Nimic nou, deocamdata; in 
linii mari, observatia poate fi aplicata si volumului din 1980, pentru ca focalizarea minutioasa 
a detaliilor va fi preluata mai departe, ca o constants. Diferentele intre cele doua volume se 
vor localiza mai ales la nivel compozitional, pentru ca, spre deosebire de prozele din Aripa 
grifonului, cele din Drumul spre Polul Sud au o fizionomie mai neomogena, refuza 
incadrarea intr-o forma fixa si mizeaza pe amestecul colorat de stiluri si perspective narative. 
Unitatea celui dintai, data mai ales de predominant filtrului livresc al epicii - e drept, cu 
mijloace diferite de la o povestire la alta - ce implica o distribute a temelor fara variantii 
stridente, va fi abandonata in povestiri ca Antract, Pronumele de sinceritate, ori Gheata la 
mai, unde tendinta de explorare a fonnei (fie si in detrimentul sondajului de adancime al unor 
momente decisive) va fi ceva mai vizibila. Reduse la esential, prozele de aici marcheaza 
varful dispozitiei experimentale a prozatorului (climax-ul din nuvela care da titlul volumului 
va mai fi atins abia in eseistica). Indiferent de maniera in care sunt tratate, cu inegalitati in 
ceea ce priveste aprofundarea perspectivei, ori tratarea subiectului, toate pomesc, insa, de la o 
premisa comuna, reperabila peste tot si care formeaza nucleul intim al Drumului spre Polul 
Sud. Ea e data de o adevarata procesare ceremonioasa a subiectului, urmarit cu migala si 
curiozitate aproape anatomice, care fac din autorul Curcubeului dublu un individ cu pasiunea 
nabokoviana a fluturilor: tentatia prozei, pe care o vede plutind in aer la orice colt, si care este 
imblanzita cu rabdare si atentie in pagina. La fel cum se intamplase si in Aripa grifonului, si 
aici tendinta e de a decanta continutul de livresc din concretetea faptelor, chiar daca uneori 
povestirile mascheaza acest deziderat sub pretentia relatarii unor fapte diverse, aparent banale, 
lipsite oricum de interes superior. E o forma de textualism mai „agresiv” (cu ghilimele de 
rigoare, caci asa cum s-a vazut, prozatorul n-are vocatia extremelor), insa, unul mai infipt in 
materialul epic, mai ales pentru ca toata oscilatia amanuntului cotidian e pusa in scena de data 
aceasta mai degraba sub forma unui spectacol ideatic adesea incandescent, construit pe o 
partitura larga de tonalitati, in fimctie de prerogativele tematice la care povestirile subscriu. 

Prima jumatate a volumului nu il anunta. Sunt povestiri aici care au fost apreciate in 
comentariile critice in general mai mult pentru maniera ingenioasa de constructie epica, decat 
pentru efectul lor de adancime. Antract functioneaza, de pilda, prin decupajul ingenios al 


5 Alex Goldis, Reinventarea unuiprozator, m „Vatra”, nr. 7-8, 2015. 

6 Nicolae Steinhardt, Drumul catre isihie. Ispita lecturii, ed. ingrijita, nota asupra ed., note, ref. critice si indici de Irina 
Ciobotaru; studiu introd. de Tania Radu; repere bibliografice de Virgil Bulat, Editura Polirom, Iasi, 2014, p. 317. 
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ordinii evenimentelor, care prin cronologia evaziva pe care o sugereaza, articuleaza o tinuta 
avangardista si determina o inlantuire de evenimente reconstituite sub forma unui colaj. Pas 
de deux, Pronumele de sinceritate, ori Telefonul pornesc de la un motiv mai mult sau mai 
putin declarat erotic, pe care il urmaresc intr-o desfasurare evenimentiala lipsita de 
spectaculozitate (mici drame sentimentale, unele, ce amintesc de prozele colegilor desantisti) 
si fara o destinatie superioara. Gheata la mai vizeaza tot o intamplare fara ecou, care sfarseste 
in joc prin replica spirituals a naratorului. Toate urmaresc aspecte de viata mai degraba 
monotone, care nu intereseaza prin continut, cat prin geometria narativa (alerta) si observatiile 
percutante, reportericesti, ale naratorilor implicati si ale personajelor. Deja cu Scadenta si 
Ultragiul, volumul merge intr-o directie mai clar „lucrata”. Sunt si prozele care datoreaza cel 
mai mult debutului, caci se intalnesc macar in plan tematic, daca nu si in maniera in care 
prozatorul dozeaza efectele: cadrul unei reintalniri dintre doua vechi cunostinte care, ajunse la 
varsta adulta, se regasesc cu distanta pe care timpul si diferenta de statut (naratorul e din nou, 
un intelectual, de data aceasta cu „norma” concreta la o revista literara) le separa iremediabil 
- prilej cu care cronicarul isi face prezentarea „dosarului” personal -, in prima, si un episod 
erotic ratat, in a doua, regizat printr-o decupare ingenioasa a cadrelor narative. Mutarea de 
accent se face, in Drumul spre Polul Sud, odata cu proza Cenusa in buzunare - pe care Adina 
Dinitoiu o vedea intr-un comentariu ca fiind „un fel de arta poetica” 7 -, care deschide calea 
catre o abordare directa si nemediata a livrescului. Cu mentiunea ca aceasta acapareaza 
intregul invelis protector al realului, asa cum noteaza Gheorghe Perian: „Pentru Alexandru 
Vlad, frumosul nu poate fi decat artistic, niciodata natural, astfel incat orice prevalenta a 
realului coincide cu instalarea unei crize de creatie. Peste tot in povestirile sale simtul artistic 
covarseste simtul realitatii, determinand o reevaluare estetica a faptului exterior.” 8 Observatia 
coincide si cu aceea a lui Marius Jucan, care pune o astfel de conformatie pe seama unei 
viziune aproape clasicizate a prozatorului: „Alexandru Vlad creeaza distanta estetica fata de 
evenimentul brut. In aceasta «indepartare» voita nu gasim doar omniscienta auctoriala, ci si 
locul reflectiei, umorului, al aluziei autoreferentiale. Distanta fata de eveniment, reducerea ori 
amplificarea acesteia, este pentru Alexandru Vlad un subiect in sine. E ceva din lectia marilor 
romancieri ai secolului al nouasprezecelea despre frumusetea fictiunii, a increderii in arta ei, 
un mesaj transpus in constiinta modernista a fracturii, a ambiguitatii lumii dimprejur, a 
imposibilitatii individului de a-si construi un destin.” 9 Convingerea aceasta ca livrescul lui 
Alexandru Vlad e produsul unei psihologii scriitoricesti pe deplin infuzata de marile modele 
literare si-o va exprima si Irina Petras, care analizeaza subiectul aproape in termeni clinici: 
„Livrescul e o excrescent cultivata anume, fiindca Alexandru Vlad nu-1 socote§te o povara, 
ci un castig, un (cl. Chiar un blazon. Plecarea de la o realitate e facultativa, caci imagina(ia 
verbala si memoria culturala arunca un strat difuz asupra peisajului natural si uman, iar ironia 
§i autoironia sunt cu totul sub(iratece. Chiar daca prozatorul §i naratorul sau privesc cu o 
lentila maritoare imprejurul, acesta emite aproape exclusiv la comenzi livre§ti, dintr-o 
prejudecata a lecturilor acumulate. Alexandru Vlad nu rade §i nu se induioscaza, ca Nicolae 
Velea, sa spunem. Nu experimenteaza limbaje §i nu joaca roluri. Propria tranta cu cuvintele ii 
este suficicnta.” 10 In Cenusa in buzunare, tocmai aceasta din urma afinnatie e definitorie 
pentru coerenta interioara a prozei. 


7 Adina Dinitoiu, Un prozator de mare clasa, in ..Romania literara”, nr. 12, 2015. 

8 Gheorghe Perian, op. cit., p. 170. 

9 Marius Jucan, Alexandru Vlad sau memoria unui om liber, in „Vatra”, nr. 7-8, 2015. 

10 Irina Petras, Sertare, oglinzi $i ocheane, in „Apostrof’, nr. 5, 2008. 
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„A scrie «excursul» imi pant cotidian si anost, faptele nu puteau insemna nimic, pana 
si berea isi dizolva singura spuma cat o lasai neatinsa. Dar oare as putea spune: «Lumina ma 
cotropi cu totul (Soarele e Dumnezeu, spunea Turner) si am privit cu bucurie de proaspat 
infiat, fetele de masa albe, barba vag si prematur incaruntita a locvacelui meu tovaras, fetitele 
in rochii conventionale, abia vizibile deasupra chiloteilor, si mai departe dealul urias al 
Feleacului parca vazut printr-un binoclu.» As putea, oare? Nu reflecta starea mea de spirit, nu 
molipseste, asa ca as putea oare? Daca blondul cel cu ochii mici si vioi de un albastru impur 
ar mai fi stat, s-ar fi creat o tensiune suficienta sa ma propulseze dincolo de ineficienta 
obisnuita. Poate si pe el.” E o reflectie care, ancorata in mijlocul povestirii, trimite tocmai spre 
o rafinare livresca a materialului epic propriu-zis disponibil si, pe de alta parte, subliniaza 
neajunsurile si necesitatile prozei, in general, si opereaza in cazul de fata o bresa in planul 
povestirii, care deschide un grad secund al lecturii, aceea metafictionala. Proza se deschide 
chiar o astfel de „demonstratie”, reluata ulterior in text, care suprinde un moment de hiatus 
creator: „Cateodata cuvintele mor intre creior si hartie. Le vezi acolo, neajutorate, unite in 
fraze corecte, frigide, care descurajeaza. [...] Este un moment pe care il cunosc toti cei care se 
alarmeaza de teama unui blocaj mai lung, ca o mutenie spontana care te face mizerabil si 
plicticos.” Si, mai departe: „Atunci autorul tentativei se uita in jur dupa ajutor, orice 
ingredient i-ar putea fi de folos, orice stimulent sintetic sau natural. Eu ma uit pe geam. 
Privelistea ma atrage, e de-a dreptul atragatoare, si asta inceteaza din ce in ce mai mult sa fie 
un stimulent. Peisajul refuza sa se lase subordonat, folosit, ba dimpotriva, iese in evidenta cu 
o dezinvoltura pe care orice animator o invidiaza in tot ce e natural.” Acest complex de tip 
writer's block (care scoate la iveala si o judecata pe marginea specificului „misiunii” 
scriitorului - un „animator” al lucrurilor din jur, pe care cauta, demiurgic, sa le insufleteasca) 
si consecintele sale pentru evolutia epica intareste convingerea ca mai important e „jurnalul de 
creatie” al naratorului, care se face si desface in chiar planul povestirii, in detrimentul datelor 
concrete - intalnirea naratorului cu prietenul sau, pictorul Orloski. E, oricum, una din 
„mostrele” cele mai caracteristice ale textualismului scriitorului optzecist, care nu doar ca 
atinge in treacat problematica metafictionala, ci o transforma intr-o mica demonstrate despre 
cum functioneaza (sau nu) un text. Exemplul nu e izolat, se va vedea putin mai incolo. 

In Teofil, lucrurile nu difera cu mult. Si aici, perspectiva definitiv intelectualizata a 
naratorului acapareaza consemnarea evenimentelor (nu foarte elaborate, in fond). Cu atat mai 
concret e dovedita aici, insa, cu cat acesta isi recunoaste la un moment dat „deficienta” de 
natura „profesionala”: „Nu sunt, din mai multe puncte de vedere, ceea ce se numeste un 
indragostit de natura cum se grabesc unii sa ma califice in virtutea modului cum mi-am 
petrecut ultimele veri si a cliseelor prin care ei sunt condamnati sa se exprime.” Si in 
continuare, tocmai esenta „minusului” de mai sus: „Dragostea intelectualilor pentru natura 
este expresia estetismului si un refugiu pentru senzualitate. Nu-mi pot stabili singur 
diagnosticul, dar ar fi indecent sa fii indragostit de natura, o exaltare. Simteam izolarea si 
salbaticia locurilor ca pe o alerta continua ce nu ma parasea nici in somn. Natura are o anume 
cruzime, cruditate mai bine spus. Mirosul tare al brazilor si florilor de pe mai, racoarea 
reumatica a diminetilor, ceata ce ascundea zgomote permanente - ale apei si cantului, toate 
acestea imi trezeau simturile, mi le ascuteau, si ratam orice abstractizare, orice ideatie. Nu mai 
puteam scrie saptamani intregi nimic. Natura poate fi admirata, simtita, dar nici macar 
descrisa.” Concluzia va fi transanta - „Nu exista descrieri de natura, doar niste evocari in 
ambitioasa maniera descriptiva.” (cumva pe urma lui Viktor Sklovski aceasta nota, care in 
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fragmentul numit „Despre peisaj” din Despre proza, observa cS „a descrie obisnuitul precis si 
individualizat este o mare artS” 11 ). Luciditatea aceasta cu care isi contemplS propria neputintS 
in raport cu „deformatia” livrescS se dovedeste a li delinitoric si in relatia sa cu ceilalti, pentru 
ca o va antrena si in directia analizei meticuloase pe care i-o face lui Teofil, fost intelectual de 
oras, „refugiat” in munti, dar fSrS a-si abandona ambitiile literare, ale cSrui aspiratii si modele 
poetice le problematizeazS in repetate randuri. E o povestire care mizeazS pe o components 
textualistS in mSsura in care surprinde spectral livresc sub care se asazS cei doi protagonisti, 
naratoral si Teofil, si care lanseazS distinctia importantS intre o sensibilitate esteticS, viciatS 
de lecturi, si perceptia nemediatS a realitStii, pe de alta. 

Vara transilvana e proza care, impreunS cu Cenusa in buzunare si cea din final care 
da titlul volumului, sunt exemplele cele mai clare pentru maniera in care Alexandra Vlad si-a 
definitivat practica textualista. SimilarS prin temS si stractura intimS a personajelor cu proze 
ca Aripa grifonului sau Scurta vizita acasa, din volumul de debut, ea reconstituie un pretext 
epic simplu - contextul rural in care e angrenat ca dascSl de tarS naratoral si reintoarcerea, 
odatS cu finalizarea orelor, la inceput de vara, in Orasul „eminamente cultural”, abandonat 
astfel - pe care il „trateazS” printr-o serie de interventii livresti inserate in planul epic propriu- 
zis. Ca in alte povestiri, e vorba si aici, mai ales, de comparatia culturalS, ori referintele la 
diferite opere de arta, istorice ori literare, de frecventele reflectii teoretice ale naratoralui care 
suspenda nu o datS nivelul concret al epicului intr-o zonS cu decantare morals („IntamplSrile 
reale, se gandea Boldisar, nu au acuratete literarS. Viata e formats din fapte amorfe, antiteze 
neclare in care omul opteazS cu efort spre sens. Binele si rSul sunt directii opuse pornite dintr- 
un punct comun si cSutand originea unuia apuci sS il vezi pe celSlalt, incipient, in fuga lui de 
putto descult.”), sau de acelea stiintifice, acestea din urmS cu o scrapulozitate recunoscutS 
chiar de cStre narator insusi. DacS aceste „intraziuni” periodice nu declanseazS „mutatii” 
serioase in text, cu consecinte mult mai importante, pentru cS rezumS foarte concret un set de 
convingeri teoretice, vor fi cateva care vizeazS reflectii despre ce inseamnS literatura si 
personajele, comentarii parantetice in latinS, ori consideratii despre jurnal urmate chiar de o 
micS demonstratie practicS, intre altele. Punctul lor culminant coincide cu momentul in care, 
in cadrul intalnirii naratoralui intr-un bar din oras cu Anton si Anticarul - triunghi livresc 
aproape oracular, inruditi prin temperament artistic -, acesta invocS in monologul sSu interior 
un presupus text al lui Anton, care e, in fapt, chiar una dintre primele proze din Drumul spre 
Polul Sud, prilej de analizS teoreticS a actului fictiunii in raport cu materialul pe care il 
prelucreazS: „Citise una dintre schitele lui, Telefonul, si fascinat de intensitatea fluxului 
afectiv, rSmase cu sugestia de-a fonna numSral, atat de real in text, pe care eroul il forma 
zilnic pentru vorbele lui de dragoste, numSral fetei dispSrute. «Any?!» rSspunse o voce 
speriatS. «Cine esti dumneata? A murit de doi ani. Alo!» si Boldisar scSpS receptoral in furcS, 
neplScut socat ca la pStranderea unui cosmar in realitate printr-o simplS bStaie in usS. Nu 
spusese niciodatS nimSnui nimic. Simtise mScar atunci compStimire pentru Anton? CSlcase de 
fapt legea - autorul nu-i obligat la adevar, ci la verosimilf E momentul de maximS pulsatie 
textualistS a volumului si, totodatS, una dintre reflectiile cele mai importante pe care le 
opereazS protagonistul acestei povestiri, demnS de orice tratat de teorie literarS. DupS o logicS 
asemSnStoare functioneazS si deznodSmantul prozei, care se terminS intr-o cheie livrescS 
asimilarS, fSrS o rezolvare epicS spectaculoasS, ci cu o observatie artisticS care deschide un 
nou orificiu livresc - opozitia dintre sensibilitatea afectivS (a Cainelui, personaj teatral care isi 


11 Viktor Sklovski, Despre proza, vol. I, traducere de Inna Cristea, Editura Univers, Bucuresti, 1975, p. 24. 
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recitS cu efuziune un poem transilvSnean in mijlocul celor trei si in atentia colectivS a barului) 
si simtul valorii (al celor trei), care pot exista si disociat. 

Drumul spre Polul Sud e, in fine, povestirea cu gradul cel mai ridicat de polarizare al 
experimentului formal in tesStura textului. Nu doar prin optiunea formalS aflatS la confluenta 
dintre genuri, de facturS eseistic-culturalS pe care prozatorul o aplicS grilei epice (in 
„conspectul” pe care il face pe marginea frigului, naratorul ii aminteste pe rand pe Sir 
Drancois Bacon si Robert Frost, ori citeazS din dictionarul Webster's), ci si prin dialogul viu 
cu cititorul, sub forma unui performance discret, dar hotSrat, pe care il intretine incS din 
debutul prozei: „0 sS incep cu o imagine, ca sS vS seduc. Doar imaginile au putere. Cuvintele 
incep sa reverbereze silentios - primul stadiu al uitSrii, sentimentele se aliazS confuz si panS 
la urmS se dovedesc neasteptat de sSrace in nuante, in doar cateva unitSti de timp. Imaginea 
insS e mai rezistentS si prolificS - atunci cand presimte ca moare se desface in variante, in 
variatiuni pe aceeasi temS. Deci imaginea, va rog”. Sau, in altS parte, cu o dozS de indrSznealS 
si mai accentuatS, atunci cand vorbeste despre starea de singurState propice scrisului sau: 
„Deschideam geamul in seri reci de vara. Aceste amurguri privite indelung mS fSceau trist si 
vulnerabil. Starea de care va spuneam ca am nevoie ca expresia sa se alieze cu sentimentul, ca 
fraza sa invie si ca dumneavoastra sa n-o puteti imita, sa ma cSutati pe mine cand sunteti in 
starea asta, sa ma exprim pentru voi. E frecventa mea.”Si aici, ca in Cenusa in buzunare, 
naratorul jongleazS intre mai multe inceputuri, in ezitarea cSruia se citeste tot o preocupare 
intensivS fata de geometria textului. Povestirea isi lasS la vedere „sursele” in cea de-a patra 
parte a sa (materialul epic e impSrtit in patru tablouri - doua cu functii expozitiva, respectiv, 
demonstrativa, si cele doua de mijloc ce inglobeaza materialul faptic propriu-zis), sub forma 
unei colectii de citate din Notele amiralului Byrd, care deconspira motivul frigului in jurul 
caruia este structurata. 

Prozele de aici, desi coincid cu un ciclu creativ ulterior abandonat in favoarea unor 
proiecte epice mai „relaxate” formal, detasate de geometria exigenta a acestora, vor deschide 
drumul eseisticii, a caror principals trasatura va li data tocmai de melanjul intre genuri, prin 
pendularea intre reportajul faptului divers si fictiunea artistica. Intr-o maniera similara vor fi 
construite, de pilda, textele din Masline aproape gratis (2010), adunate sub un subtitlu 
inselator - „proze asortate” -, pe care Stefan Manasia le vedea ca „fragmente de roman, 
reportaj, editorial sau tableta, eseu, note de calatorie sau povestiri de-o perfcc(iunc formala 
diabolica” 12 , si a caror arhitectura va fi ridicata cu ,,intuifia abisurilor (mult mai adanci decat 
convcntiile morale)” 13 si „§tiin(a momentelor faste” 14 . Drumul spre Polul Sud ramane, alaturi 
de Aripa grifonului, in orice caz, exemplul cel mai ilustru pentru tatonarea textualismului 
optzecism practicat de scriitor, pe care, chiar daca nu-1 va explora cu exhibitionismul colegilor 
de generatie, il va consacra macar ca pe o variants periferic-excentricS a acestuia. 
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TRANSTEXTUAL RELATIONS. THE METATEXT 
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Abstract: Traditional canon refusal led to different perspectives on the text and. not least, on the 
author. Clarifying the notion of “literature science ” has determined Roland Barthes (1987) to support 
the link between language and literature. From this perspective, it requires a redistribution of the 
objects of literature science, the author and his work represents the starting point of the analysis. The 
author’s „ dodging”, specific to the narrative text, constitutes a nodal point in understanding the text. 
Among the achievement modes, we remind, in the analysis of the postmodern poetic text, the discursive 
valences of the metatext. Transtextual relationship, the metatext allows the text opening to multiple 
meanings. Along with the other textual relationships, metatext favors the reader’s transposition into 
Model Reader, open to semantic, syntactic or pragmatic codes. 

Keywords: speech, metatext, pragmatic, writing, text. 


1. INTRODUCERE 

Refuzul canonului traditional a condus la perspective diferite asupra textului si, nu in 
ultimul rand, asupra autorului. Clarificarea notiunii de „stiinta a literaturii” 1-a determinat pe 
Roland Barthes ( Romanul scriiturii, 1987) sa sustina legatura dintre lingvistica si literatura. 
Dilicultatca definirii acestei stiinte provine din imposibilitatea identificarii „naturii obiectului 
literar”, prin excelenta un „obiect scris”. Acceptarea ideii ca „opera este facuta din scriitura”, 
permite instituirea unei „anume stiinte a literaturii” ( ibidem : 141-142). Obiectul sau nu poate 
irnpune operei un sens. Criticul subliniaza ca aceasta stiinta este una a „conditiilor 
continutului” (a forme lor) si nu una a „continuturilor” (identificate de stiinta istorica). Stiinta 
literaturii, in acceptia lui Roland Barthes, va observa variatiile de sens „generate” si 
„generabile de opere”. Aceasta stiinta va interpreta polivalenta simbolurilor si nu simbolurile. 
Obiectul acesteia va ft constituit de „sensul vid” al operei, care contine „sensurile pline” ale 
operei ( ibidem : 142). Din aceasta perspective, modelul, subliniaza criticul, este lingvistic: 

Pus in fata imposibilitatii de a stapani toate frazele unei limbi, lingvistul accepta sa stabileasca 
un model ipotetic de descriere, pe baza caruia sa poata explica cum sunt generate frazele 
infinite unei limbi. Oricare ar fi corectivele de adus, nu exista niciun motiv sa nu aplicam o 
astfel de metoda la operele literaturii: aceste opere sunt ele insele asemanatoare unor imense 
fraze, derivate din limba generala a simbolurilor printr-un numar de transformari reglate sau, 
mai general, printr-o logica semnificanta ce se cere descrisa. Altfel spus, lingvistica poate da 
literaturii acel model generativ care este principiul oricarei stiinte, pentru ca trebuie 
intotdeauna sa dispui de niste reguli pentru a explica niste rezultate (Barthes 1987: 142). 
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Din punctul sau de vedere, obiectul acestei stiinte va ft orientat spre cauza pentru care 
sensul este acceptabil, in functie de „regulile lingvistice ale simbolului” si nu de cele 
„niologicc ale literei”. In linia analogiei cu lingvistica, 1 criticul intentioneaza sa descrie 
„acceptabilitatea” operelor si nu sensul lor. Intentia este de a clasa ansamblul sensurilor 
posibile „asemenea urmelor unei imense dispuneri operante de la autor la societate”. Prin 
analogie cu „facultatea limbajului” (sustinuta de Humboldt, Chomsky), criticul francez 
considera ca exista in om o „facultate a literaturii”, o „energie a cuvantului ce nu are nimic 
comun cu geniul, pentru ca e alcatuita din reguli independente de autor si nu din inspiratie sau 
vointa personala” ( ibidem : 143). Autorului nu ii sunt „soptite” imagini, idei sau versuri, ci 
„marea logica a simbolurilor, marile forme vide care permit sa vorbirn si sa operam” 
(ibidem\43). Din perspectiva lui Roland Barthes, se impune o redistribuire a obiectelor 
stiintei literare, autorul si opera reprezentand punctul initial al analizei care „are la orizont un 
limbaj” ( ibidem : 144). 

2. Paradigme teoretice 

„Evaziunea” autorului constituie un punct nodal in intelegerea textului. in sfera 
discursului narativ, exista numeroase modalitati de realizare, precum: „textul de gradul al 
doilea” (ascunderea in spatele unui alt autor) si metatextul (Haulica 1981: 109). in analiza 
textului poetic postmodern, retinem doar valentele discursive ale metatextului. Definirea 
conceptului circumscrie tipul de discurs care „efectueaza investigarea, interpretarea, 
comentariul unui alt discurs”, numit „text-obiect” ( ibidem : 120). Dintre tipurile de metatext - 
comentariul, re-scrierea, traducerea infidela 2 - in poezia postmoderna, este frecvent intalnit 
comentariul. 

in clasificarea realizata de A. Crismore, se disting doua tipuri de metatext: 
informational (se comunica scopul si continued textului) si atitudinal (se explica valoarea 
informatiei comunicate) (apud Varzari, in Constantinovici 2011: 135). in cazul „meta- 
textului”, 3 textul este alcatuit din doua componente: informatia pe care o prezinta autorul si 
informatia pe care o adauga Cititorul Model. Cea de a doua components este determinatS de 
informatia autorului. Mesajul Cititorului Model este de asemenea orientat in functie de prima 
components. Construirea Cititorului Model presupune recursul la „artillcii semantice si 
pragmatice”, care favorizeazS aparitia semnalelor ilocutionare si perlocutionare (Eco 1991: 
252). Metatextul permite deschiderea textului spre semnificatii multiple. 

Metatextualitatea reprezintS unui dintre tipurile de transtextualitate identificatc de 
Gerard Genette in Palimpsestes (1982): 

Le troisieme type de transcendance textuelle, 4 que je nomme metatextualite, est la relation, on 
dit plus couramment de «commentaire», qui unit un texte a un autre texte dont il parle, sans 
necessairement le citer (le convoquer), voire, a la limite, sans le no mm er: c’est ainsi que Hegel, 


1 Roland Barthes considera ca rolul lingvisticii recente, „transpus la scara unei stiinte a discursului”, este de a descrie 
„gramaticalitatea frazelor si nu semnificatia lor” ( ibidem: 142-143). 

2 Cristina Haulica identified aceste tipuri de metatext, alaturi de falsul metatext, in opera lui Borges (1981). 

3 Umberto Eco analizeaza „meta-textul” in opera O drama foarte pariziana, de Alphonse Allais (1991). 

4 J’aurais peut-etre du preciser que la transtextualite n’est qu’une transcendance parmi d’autres; du moins se distingue-t-elle 
de cette autre transcendance qui unit le texte a la realite extratextuelle, et qui ne m’interesse pas (directement) pour l’instant - 
mais je sais que ?a existe: il m’arrive de sortir de ma bibliotheque (je n’ai pas de bibliotheque). Quant au mot transcendance, 
qui m’a ete impute a conversion mystique, il est ici purement technique: c’est le contraire de rimmanence, je crois. 
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dans la Phenomenologie de V esprit, evoque, allusivement et comnie silencieusement, le Neveu 

de Rameau. C’est, par excellence, la relation critique [...] (1982: 10). 

Initial, criticul francez nu a considerat ca obiectul poeticii este textul, ci „arhitextul” sau 
„arhitextualitatea” textului, prin care intelegea „ansamblul de categorii generale sau 
transcendentale - tipuri de discurs, moduri de enuntare, genuri literare, etc. - prin care se 
releva fiecare text in maniera aparte” ( ibidem : 7). Ulterior, a considerat obiectul poeticii 
„transtextualitatea” sau „transcendenta textuala a textului”, prin care intelegea relationarea 
„manifesta sau secreta” cu celelalte texte. Astfel, subliniaza criticul, transtextualitatea 
depaseste si include arhitextualitatea. In analiza, Gerard Genette irnpune cinci tipuri de relatii 
transtextuale: intertextualitatea, paratextualitatea, metatextualitatea, hipertextualitatea si 
arhitextualitatea. 

Intertextualitatea 5 este definita, in maniera restrictive, drept „relatie de coprezenta intre 
doua sau mai multe texte”. In forma explicita si literala, intertextualitatea se refera la operatia 
traditionala a „citarii”. In forma ei „mai putin explicita” si „necanonica”, se refera la 
„plagiat’’. Nu in ultimul rand, intr-o forma „mai putin explicita” si „mai putin literala”, aceasta 
relatie transtextuala se refera la „aluzie” (Genette 1982: 8). 

Paratextualitatea este „relatia mai putin explicita si mai distanta pe care, in ansamblul 
unei opere literare, textul propriu-zis o intretine cu ceea ce se poate numi doar paratextul sau: 
titlu, subtitlu, intertitluri, prefete, postfete, avertismente etc.”. Paratextualitatea reprezinta un 
aspect privilegiat al dimensiunii pragmatice a operei ( ibidem : 9). 

Metatextualitatea reprezinta in mod curent, comentariul, care „uneste un text de alt text, 
despre care vorbeste, fara a-1 cita in mod necesar. Relatia este de natura critica ( ibidem : 10). 

Hipertextualitatea este „relatia care uneste un text B [hipertext] de un text anterior A 
[hipotext], pe care se grefeaza intr-o maniera care nu este cea a comentariului”. Operatia se 
realizeaza prin transformare sau prin imitare ( ibidem : 11-12). 

Arhitextualitatea este tipul „cel mai abstract si cel mai implicit”. Este vorba de o „relatie 
in intregime tacita, care, in plus, nu articuleaza decat o precizare paratextuala [...] de pura 
apartenenta taxonomica” ( ibidem : 11). Aceste denumiri generice nu sunt intotdeauna 
subliniate explicit. Teoria transtextualitatii aminteste de conceptia lui Mihail Bahtin 5 6 conform 
careia: „in toate caile sale spre obiect, in toate directiile sale, discursul intalneste un discurs 
strain si nu poate sa nu intre cu el intr-o interactiune vie, intensa” (Bahtin 1982:134). 

3. Functionarea pragmatica a metatextului 

Metatextualitatea este un procedeu frecvent intalnit in poezia postmoderna. in textul 
lui Bogdan Ghiu, Poem, identificam, ca modalitate de realizare a procedeului, disimularea in 
spatele unui text strain. Opera lui Paul Eluard este un pretext pentru a face apologia Libertatii 
(Paul Eluard scria pe toate obiectele lumii / numele libertatii [...]”). Modelul scriptural este 
reluat metatextual, eul enuntarii insistand nu asupra ideii de libertate („Libertate”), ci asupra 


5 Denumirea acestui tip de transtextualitate i-a fost sugerata lui Gerard Genette de studiul J. Kristeva, Semeiotike (1969). Intr- 
o antologie „Tel Quel”, Theorie d’ensemble 1968 (titlul traducerii romanesti: Pentru o teorie a textului 1980), Julia Kristeva 
defineste intertextualitatea drept „interactiunea textuala care se produce in interiorul unui singur text.” In conceptia 
cercetatoarei, intertextualitatea este inteleasa de „subiectul cunoscator” drept notiunea „care va ft indicele modului in care un 
text citeste istoria si se insereaza in ea. Pentru J. Kristeva, trasatura fundamentals („sociala”, „estetica”) a unei structuri 
textuale este determinata de „modul concret in care intertextualitatea se realizeaza intr-un text dat” (1980: 266). 

6 Cf. Maingueneau 2007: 39. 
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numelui 7 („ci numele, care anume?, al libertatii”). Orientat spre performativitate („injur”, 
„scriu”, „eu scriu”), poemul se indeparteaza de locurile comune ale modernismului. Textul 
antreneaza fiinta poetica in relatii transtextuale debordante. Actul locutionar are valente 
multiple, exacerband adesea gestul scriptural. Emotia estetica a eului enuntarii se consuma 
intr-o elaborare asidua, indirjita. Sublimul creatiei este ocultat („Injur”). In frustrarea 
ontologica asumata, pentru eul enuntarii, a numi referentul echivaleaza cu o numire 
conditional a lumii („scriu pe fiecare obiect ceea ce e”). Sentimentul aproprierii lumii, intr- 
un gest orgolios, este motivat intertextual de exemplul literar al lui Paul Eluard. 
Transtextualitatea se insituie, prin relatiile specifice, la nivelul intertextualitatii, al 
metatextualitatii, al hipertextualitatii si al arhitextualitatii. Adnotarea metatextuala - „Paul 
Eluard scria pe toate obiectele lumii / numele libertatii (nu „Libertate”, ci numele, / care 
anume?, al libertatii) / Scria chiar si (poate mai ales) pe produsele propriei activitati / de 
conjugare poetica a obiectelor lumii” - este dublata de procedee ale pragmaticii ilocutionare. 
Seria reprezentativelor este intrerupta de un directiv („care anume?”). Insertia metatextuala 
favorizeaza simulacrul conversational („care anume? al libertatii”). Propriul raspuns- 
comentariu certified sub aspect grade aproprierea numelui libertatii. Intentia de „conjugare 
poetica a obiectelor lumii”, admirata la predecesor, devine stimul artistic. Actul ilocutionar 
reprezentativ instituie metatextual gennenele estetic al filiatiei: 

injur; scriu pe fiecare obiect ceea ce e. 

Paul Eluard scria pe toate obiectele lumii 
numele libertatii (nu „Libertate”, ci numele, 
care anume?, al libertatii). 

Scria chiar si (poate mai ales) pe produsele propriei activitati 
de conjugare poetica a obiectelor lumii 

(Ghiu, Poem, 1982: 40) 

Intertextualitatea manifestata in poem sub forma explicita si literala a citarii (Genette 
1982: 8) configureaza gestul scriptural al predecesorului care incalca interdictii („Pe fructul 
rupt in doua”), pecetluind obiectele cu numele libertatii. Dichotomia obiect / lucru din 
filosofia cunoasterii este accentuata de Husserl in prezentarea „nivelurilor constiintei in 
procesul cunoasterii pentru atingerea Esentei”. Lucrurile sunt, dupa filosoful german, 
„reprezentari empirice” a ceea ce ne inconjoara. Ele sunt pastrate de constiinta in forma 
reprezentarilor, a imaginilor. Lucrurile devin Obiecte, atunci cand sunt „reflectate de 
constiinta”. Cunoasterea este orientata de interesul cu care subiectul priveste obiectele, 
devenind intentionala. Obiectele, la randul lor, devin „Obiecte intentionale”. Cunoasterea pura 
renunta la „intentionalitate” pentru a accede la „obiectivitatea absoluta” (Husserl, apud 
Mihaila 1995: 33). in intertext, lucrurile, ca reprezentari empirice („camera”, „oglinda”, 
„pat”) sunt reflectate de constiinta artistica, prin intermediul performativului („Scriu numele 
tau” [al libertatii; n.n.]). 

(„Pe fructul rupt in doua 
Al camerei si-oglinzii 
Pe patul scoica goala 
Scriu numele tau”). 


7 In atomismul logic al lui Russell, numele (numele propriu logic) are semnificatii care se identifica strict cu purtatorii lor. in 
absenta acestora, aceste nume nu au semnificatie (Flew 1996: 243). 





410 


Iulian Boldea, Cornel Sigmirean (Editors) 

MULTICULTURAL REPRESENTATIONS. Literature and Discourse as Forms of Dialogue 
Arhipelag XXI Press, Tirgu Mures, 2016 
ISBN: 978-606-8624-16-7 
Section: Literature 


(i ibidem : 40) 

Metatextul, relatie de natura critica, deconstruieste actul scriptural al modelului 
cultural („Inventa noi obiecte ale lumii, imbogatea lumea / in obiecte pentru a putea scrie pe 
fiecare / numele libertatii). Disimulat in spatele unui text strain, eul enuntarii este fascinat de 
strategia poetica a predecesorului („inventa”, „imbogatea”, „re-crea”, „scria”), care isi asuma 
orgolios actul locutionar al scrierii, in numele libertatii de a re-crea lumea. Actul ilocutionar 
directiv - „{a cui libertate, de fapt?)” nu mai favorizeaza simulacrul conversational. Relatia 
Obiect-libertate este instituita in temeiul resemantizarii, in scopul accederii la cunoasterea 
pura. 


Inventa noi obiecte ale lumii, imbogatea lumea 
in obiecte pentru a putea scrie pe fiecare 
numele libertatii. Re-crea lumea obiect cu obiect (meticulos?, 
febril?) pentru a putea scrie pe fiecare, orgolios poate, 
sigur fericit, numele libertatii (a cui libertate, de fapt?) 

(, ibidem : 40) 

Linia de demarcate dintre metatext si hipertext se pierde in strategia tuitatii 
impersonale („Ca sa eliberezi lumea, trebuie sa o re-creezi. / Iar libertatea obtinuta trebuie 
insemnata ”). Valoarea deontica (Zafiu II 2005: 680) a verbului modal „trebuie” consacra 
contextual respectarea modelului cultural prin imitare: libertatea trebuie sa fie insemnata. 
Relatia cu hipotextul se realizeaza si prin problematizare - „Ajunge oare doar sa scrii numele 
- acelasi? - al libertatii (sau un simbol al lui), dar direct pe obiecte?” -, actul ilocutionar 
directiv al hipertextului realizand o gradatie in plan ideatic. Forta ilocutionara a cuvantului ar 
„scrijeli” obiectul [„Sa distrugi / obiectul scrijelind (??) Cu un altul mai tare numele / nou si 
comun pe suprafata lui”]), iar actul perlocutionar ar consacra „eliberarea lumii din obiect” [si 
sa dai de stratul putin mai adanc si mai moale al lumii / (a elibera lumea din obiect)?]. Eul 
enuntarii este fascinat de posibilitatea transformarii obiectului in cadrul hipertextului. In 
procesul emanciparii lumii din obiect, dinamica cuvantului depaseste simtul comun al 
comprehensiunii („Sunt doua actiuni aici, sau doar una?”). Modelul dilematic al 
predecesorului incifreaza codul scriptural. Aproximarile deconspira forta cuvantului-obiect 
mai tare decat obiectele [„Sa distrugi obiectul scrijelind (??) cu un altul mai tare numele / nou 
si comun pe suprafata lui”]. Procedeele hipertextului - imitarea si transformarea - tenteaza 
eul enuntarii in accederea la dimensiunile ultime ale cunoasterii. Forta spirituals a modelului 
scriptural probeaza inca o data impactul cuvantului asupra lumii: 

Ca sa eliberezi lumea, trebuie sa o re-creezi. 

Iar libertatea obtinuta trebuie insemnata. 

Ajunge oare doar sa scrii numele - acelasi? - al libertatii (sau 
un simbol al lui), dar direct pe obiecte? Sa distrugi 
obiectul scrijelind (??) cu un altul mai tare numele 
nou si comun pe suprafata lui 

si sa dai de stratul putin mai adanc si mai moale al lumii 
(a elibera lumea din obiect)? 

Sunt doua actiuni aici, sau doar una? 


{ibidem: 40) 
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Eul enuntarii se detaseaza de codul scriptural al predecesorului. Performarea scrierii 
reitereaza gestul adamic al numirii. Numirea nu mai echivaleaza cu „eliberarea lumii din 
obiect”. Dinamica cuvantului este estompata, obiectul ramane ceea ce este („Eu scriu pe 
fiecare obiect, incet, ceea ce e”), de aici frustrarea eului enuntarii. Forta ilocutionara a 
cuvantului se degradeaza („I1 injur”). Procesul lent, uniform al scrierii il situeaza la distanta 
de Poet. Lumea nu mai este re-creata, ci acceptata asa cum este. „Inalta li deli talc fata de 
referent, de lumea reala” (Cartarescu, in Craciun 1999: 121) marcheaza pregnant poezia 
postmoderna. 

Eu scriu pe fiecare obiect, incet, ceea ce e. 

II injur. 

(ibidem: 40) 

Eul enuntarii intelege forta spirituals a Poetului, dar aceasta i se refuza atat ca 
revelatie, cat si ca exercitiu spiritual. Ramane ancorat in propriul cod scriptural si existential, 
parand sa consacre diferenta dintre „scriitor” si „scriptor”, sesizata de Roland Barthes, in 
functie de referinta la materia comuna, si anume cuvantul. Pentru scriitor, cuvantul nu este 
nici instrument, nici vehicul, ci structura. Pentru scriptor, cuvantul este un mijloc. Scriitorul 
pierde propria structura si pe cea a lumii in structura cuvantului, care este „o materie (la 
nesfarsit) prelucrata; un fel de supra-cuvant care considera realul doar un pretext”, fapt pentru 
care „cuvantul nu poate explica niciodata lumea”, chiar daca explicatia este fixata intr-o 
opera, deoarece „aceasta devine imediat un produs ambiguu al realului, de care e legata cu 
detasare ”. Nu intamplator, subliniaza criticul, „libertatea este intotdeauna ne-realista, iar 
tocmai aceasta lipsa de realism ii permite adesea sa puna intrebari pertinente lumii” (Barthes 
1987: 127). In ceea ce-1 priveste pe scriptor, cuvantul „se lasa facut, nu e fapta”. Este punctul 
in care criticul francez apreciaza ca limbajul este „redus la rangul de instrument de 
comunicare, de vehicul al gandirii”. Grija pe care scriptorul o acorda scriiturii „nu este 
niciodata ontologica”, ea nu se transforma niciodata in „obsesie”. Scriptorul, subliniaza 
Roland Barthes, nu exercita nicio „actiune tehnica esentiala” asupra cuvantului. Acesta 
dispune de „o scriitura comuna tuturor scriptorilor, un fel de Koine, in care se pot [...] 
distinge dialecte [...] dar foarte rar stiluri” ( ibidem: 129 ). 

Arhitextualitatea, ca relatie transtextuala implicita, articuleaza o precizare paratextuala 
- „Poem”. Denumirea generica este subliniata implicit in text, la nivelul sferei semantice, in 
metatext („scria”, „conjugare poetica”, „inventa”, „re-crea”), in intertext („scriu”) si in 
hipertext („sa re-creezi”, „sa scrii”). Insusi actul performarii poemului este in stransa legatura 
cu proiectia arhitextuala. Codurile diferite de realizare a scriiturii - „re-creare a lumii”, in 
deplina libertate creatoare, si acceptare a acesteia asa cum este („ceea ce e”) - mentin 
permanent atentia asupra arhitextului. Poemul este nu doar o simpla referire la specie, ci si un 
mod de a fi, asumat diferit, la distanta in timp. 

In textul lui Bogdan Ghiu, relatiile transtextuale (metatextualitatea, intertextualitatea, 
hipertextualitatea si arhitextualitatea) ofera instrumente de analiza textuala care pennit 
lectorului sa se transpuna in Cititor Model, deschis codurilor semantice, sintactice ori 
pragmatice. 


4. Concluzii 
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In intelegerea textului, metatextul este un concept-cheie. Ca modalitate de „evaziune” 
a autorului, metatexul circumscrie tipul de discurs care realizeaza interpretarea, comentariul 
unui „text-obiect”. 

Metatextul contribute la structurarea textului in functie de doua componente: 
informatia expusa de autor si infonnatia adaugata de Cititorul Model care permite nuantarile 
semantice si pragmatice, responsabile de prezenta semnalelor ilocutionare si perlocutionare. 

In poezia postmoderna, metatextualitatea este un procedeu recurent ce coexista cu 
celelalte tipuri de transtextualitate. Modelul scriptural, reluat metatextual, accentueaza 
frustrarea eului enuntarii, a carui emotie estetica se consuma intr-o elaborare asidua, indarjita, 
prin care se oculteaza sublimul creatiei (cf. Bogdan Ghiu). in textul prezentat, tipurile de 
transtextualitate functioneaza atat ca instrumente de analiza, cat si ca modalitati de 
problematizare a scriiturii. 

Prin relatiile transfrastice instituite, lectorul se transpune intr-un Cititor Model receptiv 
la codurile semantico-pragmatice existente (cf. Bogdan Ghiu). 

BIBLIOGRAPHY 

Bahtin, Mihail. 1982. Probleme de literatures si estetica. Traducere de Nicolae Iliescu. 
Bucuresti: Univers. 

Barthes, Roland. 1987. Romanul scriiturii. Traducere de Adriana Babeti si Delia Sepetean- 
Vasiliu. Bucuresti: Univers. 

Cartarescu, Mircea. 1987. „Realismul poeziei tinere”. Romania literara, 17, in Craciun, 
Gheorghe. 1999. Competitia continua. Generatia ’80 in texte teoretice. Pitesti: 
Paralela 45. 

Eco, Umberto. 1991. Lector in fabula. Cooperarea interpretative! in textele narative. 

Traducere de Marina Spalas. Bucuresti: Univers. 

Flew, Antony. 1996. Dictionar de fdozofie si logica. Traducere D. Stoianovici. Bucuresti: 
Humanitas. 

Genette, Gerard. 1982. Palimpsestes. La litterature au second degre. Paris: Editions du Seuil. 
Bucur, Romulus; Ghiu, Bogdan; Lefter, loan Bogdan; Marin, Mariana; Musina, Alexandru. 
1982. Cinci. Bucuresti: Litera. 

Haulica, Cristina. 1981. Textul ca intertextualitate. Bucuresti: Eminescu. 

Kristeva, Julia. 1980. „Problemele structurarii textului”, in Pentru o teorie a textului. 

Antologie „Tel Quel” 1960-1971. pp. 250-272. Bucuresti: Univers. 

Maingueneau, Dominique. 2007. Pragmatica pentru discursul literar. Enuntarea literara. 

Traducere de Raluca-Nicoleta Balatchi. Iasi: Institutul European. 

Mihaila, Ecaterina. 1995. Textul poetic. Perspectives teoretica si modele generative. Bucuresti: 
Eminescu. 

Varzari, Elena. 2011. „Metatextualitate”, in Constantinovici, Elena (coord.). Teoria textului: 
termeni-cheie, pp. 134-135. Chisinau: Academia de Stiinte a Moldovei. Institutul de 
Filologie. 

Zafiu, Rodica. 2005. „Modalizarea”. Gramatica limbii romane (coord. Valeria Gutu Romalo), 
vol. II, pp. 673-697. Bucuresti: Editura Academiei Romane. 




413 


Iulian Boldea, Cornel Sigmirean (Editors) 

MULTICULTURAL REPRESENTATIONS. Literature and Discourse as Forms of Dialogue 
Arhipelag XXI Press, Tirgu Mures, 2016 
ISBN: 978-606-8624-16-7 
Section: Literature 


BIOGRAPHIES IN "FAMILIA" LITERARY MAGAZINE 


Rare? Sorin §opterean 

PhD Student, "Petru Maior" University of Tirgu Mures 


Abstract: Magazine "Family" is one of the first magazines in Romanian from Transylvania and 
Hungary, published in 1865 under the guidance of Joseph Vulcan. Among the objectives of the 
magazine, established by her editor, it includes the spreading of Romanian culture in Transylvania 
and presenting the language and national consciousness. On the pages of Family' articles appeared 
with subjects of literature, art, books, and other information, including biographies. 

The period analyzed in the present study covers 41 years, from 1865 until the early nineteenth century 
and the next cen tury XX (1906). Analyzing the 1865-1906 period, strictly in terms of quan tity, we find 
that all the biographies published in four decades reach the quota of 430, which would mean 10 
biographies per year. But flipping through the pages, we find that there is continuity in terms of the 
number of biographies written and published in those years, but rather a discontinuity. There is a 
tendency, after some years, when we witness an "avalanche" to find a sharp decline in biographies, 
followed by a period of high productivity, and again there is a decrease. 

Another interesting aspect to consider is the ethnic composition, national subjects. Joseph Vulcan had 
a clear goal to familiarize its readers with major domestic and foreign personalities, both historical 
and contemporary with those. Regarding biographies which were the subject of Romanian 
personalities (total 240), 137 were from Austria-Hungary and 97 belonged to the Old Kingdom. This 
can be explained by the simple fact that the magazine was founded in Oradea, belonging to the 
Austro-Hungarian Empire. On the other hand, one can see the large number of foreign personalities, 
188. The magazine wanted to contribute to the wider public knowledge, he wanted rapprochement 
with the West. 

The second part of the research is the analysis of biographies signed and unsigned. In the first part we 
analyzed the quantitative statistical biographies, followed by a brief qualitative analysis. Of the 430 
authors of biographies, just 136 had authors at the end of the work. In terms of the number of the 
biographers of 43, 16 have used original names or nicknames. If we look from the perspective of their 
biographies, we find that the most active author was with the initials I.H. biographer followed by the 
editor of "Family" Joseph Vulcan, 51 and 30 biographies. 

The last part of the research focuses on some in teresting aspects: in many cases we find the existence 
of a personal relationship between biographers course where we can specify certainly his person and 
subject biographer: same field, the same areas of origin, field of interest, camaraderie or kinship ties, 
and the reason for publishing the biography of choice. 

Joseph Vulcan proposed in „Family” magazine to spread Romanian culture and broadening the 
cultural horizon of readers, followed by publishing biographies thing personalities often model. 


Keywords: magazine, family, biographies, biograph, personalities 
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Revista „Familia” este una dintre primele reviste in limba romana din Transilvania si 
din Ungaria, aparuta in anul 1865, sub indrumarea lui Iosif Vulcan. Printre obiectivele 
revistei, stabilite de redactorul ei, se numara raspandirea culturii romane in Transilvania §i 
cultivarea limbii §i a constiin|ei naponale. Pe paginile „Familiei” au aparut articole de 
literatura, arta, monogralii, si alte informatii, printre care si biografii. 

Perioada analizata in cercetarea de fata cuprinde 41 de ani, incepand cu anul 1865 a 
secolului XIX si pana la inceputul secolului urmator, XX (1906). Analizand perioada 1865- 
1906, strict din punct de vedere cantitativ, constatam ca totalul biografiilor publicate in patru 
decenii atinge cota de 430, ceea ce ar insemna in rnedie 10 biografii pe an. Insa, rasfoind 
paginile revistei, putem constata ca nu exista o continuitate in ceea ce priveste numarul 
biografiilor scrise si publicate in anii respectivi, ci mai degraba o discontinuitate. Exista 
tendinta ca, dupa anumiti ani, cand asistam la o „avalansa”, sa constatam o scadere accentuata 
a biografiilor, dupa care urmeaza o perioada de productivitate mare, si din nou are loc o 
scadere. In primii ani a vietii „Familiei”, cand putem constata o crestere a numarului 
biografiilor, in 1865 au fost publicate 22, in 1866- 23, in 1867 -30, iar in anul 1868- 23, un 
numar mare si destul de constant, insa din 1869, observant o scadere masiva, pana in anul 
1880. Cu exceptia anului 1871 si 1874, cand au fost publicate 28, respectiv 13 biografii, intre 
anii 1869-1879, au aparut pe paginile revistei doar 34 de biografii. Anii imediat urmatori, 
1880 si 1881 au fost din nou productivi in ceea ce priveste numarul operelor care se axeaza pe 
aspecte din viata unui personaj, fund publicate 20, respectiv 35 de astfel de lucrari. insa, 
incepand cu 1882, asistam, din nou la un deceniu cu biografii reduse, din nou cu 34 de lucrari 
de acest gen (1882-1892). Anul 1893 deschide o perioada prospera in acest domeniu, in 
sensul in care, intre 1893-1897 apar in total 126 de biografii sau schite biografice. Impartite 
pe ani, datele arata astfel: in 1893- 18, in 1894- 25, in 1895-37, in 1896-,34 1897- 12. Ajunul 
veacului nou, aduce o scadere dramatica in randul biografiilor, din 1898 si pana la anul 1906 
au fost publicate in total 31 de biografii, in primul an al secolului XX amatorii de biografii nu 
au gasit nici una publicata pe paginile revistei ardelene. 

Putem, constata deci, o fluctuate in ceea ce priveste numarul biografiilor, existand ani 
in care s-au scris ori tradus cat in 10 ani, insa perioadele prospere, care, de altfel, nu au fost 
lungi, au fost urmate de ani buni de „seceta biografica”, cu mici exceptii. Cum se poate 
explica aceasta lipsa de continuitate? Raspunsurile sunt multiple, una dintre ele ar fi, interesul 
cititorilor. Orice revista este dependents de cititori, pentru a se mentine, trebuie sa urmareasca 
tendinta interesului publicului. Nu trebuie omis faptul ca in aceasta perioada tiparirea ziarelor, 
revistelor, insemna costuri destul de ridicate. 

Interesant este de urmarit numarul biografiilor semnate: sunt ani in care doar 1-2% din 
totalul biografiilor au autor (exceptie anul 1880 cand din totalul de 20 de biografii, toate sunt 
semnate, sau 1879, 1899 si 1900), restul autorilor au preferat sa isi pastreze anonimatul. 
Trebuie amintit si faptul ca, foarte multi care si-au lasat numele, au preferat sa foloseasca 
initiale, sau pseudonime. Explicatia acestui fenomen este complex, si depinde foarte mult de 
personalitatea autorului: putem vorbi despre lipsa de spatiu, dorinta de a ramane anonim din 
cauze politice, mai ales in cazul unor personaj e contemporane cu ei, este de preferat 
anonimatul pentru a nu suferi posibile consecinte, nu au fost contractati legal, sau putem vorbi 
si despre o moda a vremii, intoarcerea la anonimatul Evului Mediu. 

Cand analizam lucrari care au in central lor persoane, nu putem evita analiza repartitiei 
genului. In cazul revistei „Familia”, analizand numerele dintre anii 1865-1906, putem 
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constata ca nu a existat o impartire egalitara a subiectilor de gen feminin si masculin, 
dimpotriva, constatam o discrepanta uriasa: din totalul de 430 de biografii doar 59, au avut ca 
si protagoniste femei si in rnulte cazuri ele au aparut in postura de mama, sotie langa un 
personaj-barbat. Acest aspect isi are radacina in faptul ca, aceasta perioada este inca una 
dominata de barbati, femeile nu au avut inca posibilitati sa se afinne pe plan stiintific, in afara 
de titluri pe care le-au mostenit, ca de pilda regina, printesa, reprezentantele sexului frumos 
inca nu au avut oportunitati de afirmare. Am li tentanti sa credem ca odata intrati in noul 
secol, exista o tendinta spre egalitate, dar analizand subiectii biograliilor, constatam chiar 
opusul, si anume ca in perioada 1901-1906 nici o femeie nu a primit un loc pe paginile 
revistei. 

Alt aspect interesant de analizat este compozitia etnica, nationals a subiectilor. Iosif 
Vulcan a avut un obiectiv clar, cititorii sai sa se familiarizeze cu marile personality interne si 
externe, atat a istoriei cat si cu cei contemporani. In ceea ce priveste biograliile care au avut 
ca subiect rnari personality romancsti (in total 240), 137 au fost din Austro-Ungaria si 97 au 
apartinut Vechiului Regat. Acest lucru se poate explica prin simplul fapt ca revista a luat 
Uinta in Oradea, apartinand Imperiului Austro-Ungar. Pe de alta parte, se poate constata si 
numarul mare ale personalita(olor straine, 188. Revista a dorit sa contribuie la largirea 
cunostintelor publicului, dorea apropierea de Occident. 

A doua parte a cercetarii mele o constituie analiza biograliilor semnate §i a biografiilor 
nesemnate. In prima parte am analizat cantitativ, statistic biograliile, dupa care urmeaza o 
scurta analiza calitativa. Din totalul de 430 de biografii doar 136 au autori la sfarsitul operei. 
In ceea ce priveste numarul biografilor acesta este de 43, dintre care 16 au folosit initiale sau 
pseudonime. Daca analizam biograliile din prisma activitatii lor, putem constata ca cel mai 
activ autor a fost biograful cu initialele I.H. urmat de redactorul „Familiei”, Iosif Vulcan cu 
51, respectiv 30 de biografii. 

in ceea ce priveste numarul subiectilor de biografii este de 130, acest lucru 
explicandu-se prin faptul ca sunt personality despre care s-a scris de doua ori, cate una 
pentru fiecare eveniment important din viata lor. Astfel de personalitati sunt: Carol I, regele 
Romaniei, Mihai Eminescu, Samuil Vulcan, Nicolae Kretulescu. In cazul regelui Romaniei 
prima biografie a aparut in anul 1866 cu ocazia incoronarii si a doua in 1881, anul proclamarii 
ca rege al Romaniei. in cazul lui Mihai Eminescu au fost publicate cele doua biografii cu 
ocazia publicarii unor poezii in „Familia”. 

in ceea ce priveste impartirea pe gen a biografiilor semnate, putem constata o 
discrepanta : astfel din totalul de 130 de subiecti, doar 19 sunt femei, si restul de 111 sunt 
barbati. Explicatia este aceea ca fund o epoca de dominatie masculina iar femeile inca nu s-au 
putut afirma pe plan stiintific. Din totalul de 19 subiecti de genul feminin, 6 sunt nationalitate 
romana, dintre care 4 au venit domeniul culturii (trei scriitoare si una venita din domeniul 
muzicii), o invatatoare si o nobila matroana. Acest lucru dovedeste ca in spatiul romanesc, 
atat in Imperiul Dualist, cat si in Vechiul Regat, femeile inca nu au avut oportunitatile de 
afirmare in domenii exclusiv masculine, cum ar fi stiinte, politica sau fimetii de conducere. 
Femeile au ramas in domeniile clasice pentru ele, cum ar fi invatatura sau cultura, asta 
insemnand literatura sau arta. Totusi este de no tat faptul ca, sunt popularizate scriitoarele si 
faptul ca ele au semnat cu numele lor, si nu s-au ascuns in spatele unor pseudonime. In ceea 
ce privesc personajele feminine din afara hotarelor, vorbitoare de limba romana, 12 sunt din 
strainatate, deci mai multe decat din Transilvania sau Vechiul Regat, dintre care 9 sunt cu 
titluri de monarhi (regina, printesa, principesa), o scriitoare, o actrita si o locotenenta. Se 
poate observa, deci, ca nici in strainatate femeile inca nu au avut acces la anumite domenii de 
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activitate, cele mai multe provin din domenii de activitate mostenite sau obtinute in urma 
casatoriei. De altfel, trebuie amintit faptul ca majoritatea reginelor, printeselor, au primit un 
loc pe paginile revistei datorita mariajelor cu monarhi. 

In ceea ce privesc subiectii masculini 56 sunt de nationalitate romana, din Austro - 
Ungaria si Vechiul Regat, iar 55 sunt straini. Se poate observa un echilibru mai mare in ceea 
ce priveste etnia subiectilor de biografic decat in cazul femeilor. Privind domeniul de 
activitate a barbatilor din spatiul romanesc cei mai multi au fost din domeniul literaturii 
(scriitori, poeti), urmati de personalitati din domeniul artei si oameni politici. Din acest aspect 
putem constata ca si in alegerea subiectilor de biografii, autorii au ales personalitati prin care 
sa contribuie la raspandirea culturii romanesti si promovarea noilor scriitori si poeti, cu scopul 
familiarizarii publicului cu realitatea culturala romaneasca. Pe de alte parte, nu trebuie omis 
faptul ca „Familia” s-a preocupat cu publicarea unor biografii a caror subiecti au venit din 
domeniul politicii, toti fiind politicieni din Austro-Ungaria care au militat pentru drepturile si 
interesele romanilor din Imperiu. Un aspect interesant este ca din totalul personajelor de sex 
masculin, de etnie romana, 15 sunt membrii ai Academiei Romane, deci personalitati aflate in 
fruntea ierarhiei din domeniul culturii, politicii, stiintei. Pe langa oameni de cultura si din 
politica au aparut o serie de biografii avand ca personaje principale din domeniul ecleziastic, 
episcopi si preoti, religia fiind un punct de legatura dintre romanii din Imperiu si dincolo de 
Carpati, un aspect important al identitatii, iar pe de alta parte religia in sine a ocupat un loc 
foarte important in viata de zi cu zi a romanilor. Nu trebuie omis rolul subiectilor de biografii, 
pentru ca ei au un rol moralizator, devin modele, exemple de urmat pentru cititori. 

Aceste date statistice vin sa ne aduca unele concluzii prin care putem sa urmarim cum 
obiectivele propuse de Iosif Vulcan privind raspandirea informatiilor sunt realizate prin 
intermediul biografiilor si alte observatii interesante si anume echilibru in ceea ce priveste 
nationalitatea, dezechilibru insa in cazul genului, si domeniile de activitate, cei mai multi 
venind din sfera culturii si a politicii. 

Ultima parte a cercetarii mele se concentreaza asupra unor aspecte interesante: in 
multe cazuri putem constata existenta unei legaturi personale intre biografi, desigur unde 
putem preciza cu siguranta persoana lui, si subiectul biografului: acelasi domeniu de 
activitate, aceleasi zone de provenienta, domeniu de interes, camaraderie, sau legaturi de 
rudenie, si motivul anului ales pentru publicarea biografiei. In cele ce urmeaza o sa prezint 
succint aceste legaturi biograf - subiect de biografie si evenimentul pentru care a aparut 
biografia (si in acest aspect exista cazuri unde nu putem detecta o cauzalitate exacta, dar este 
interesant de analizat). 

A. C Sor a publicat in 1884 biografia lui Nicolae V. Scurtescu, pe care 1-a cunoscut 
personal, iar in 1890 a ales sa prezinte aspecte din viata lui Pop Michail, elogiind munca lui 
de pictor in anul in care a preluat catedra de desen a liceului roman din Brasov. 

Atanasie Marian Marinescu a ales sa pub lice biografii despre personaje cu care a avut 
mai multe puncte in comun: de exemplu toti subiectii au avut ca zona de provenienta Austro- 
Ungaria, mai precis zona Banatului, de unde era si Marinescu. 

Aurel C. Domsa a publicat in anul 1889 biografia lui Aron Pumnul. Punctul comun ll 
reprezinta domeniul de activitate, ambii fiind prozatori, iar motivul pentru care Domsa a ales 
sa serie despre A. Pumnul este si interesul sau pentru un eveniment la care a participat Aron 
Pumnul, si anume revolutia din 1848-49, dovada ca a publicat un articol intitulat Aniversarea, 
in care a studiat Adunarea Nationals de pe Campia Libertatii din 1848, la care a participat si 
subiectul biografiei. 
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George Baritiu a fost unul dintre colaboratorii activi ai „Familiei” publicand o serie de 
scrieri printre care si biografii: in 1865 a lui George Lazar, iar in 1869 a Mariei Antoanetta si 
Lady Jane. George Baritiu a avut un rol important in dezvoltarea invatamantului, de aceea nu 
este de mirare ca a ales sa serie despre un invatator. Fiind istoric, reginele tratate de el in 
articole, constituie parte din domeniul sau de interes. 

George Marchisiu este unul dintre cei care a publicat biografia regelui Carol I al 
Romaniei, el optand pentru anul incoronarii, 1866. 

Grigore Moldovan a comemorat in 1866 cei 250 de ani de la moartea marelui scriitor, 
poet, dramaturg englez, William Shakespeare. 

In ceea ce il priveste pe biograful cu initialele I. H., el a fost cel mai activ si constant 
autor dintre toti colaboratorii revistei „Familia”, publicand intre 1879 si 1885 nu mai putin de 
51 de biografii. 

Astfel in 1879 a scris biografia episcopului Mihai Pavelu cu ocazia mutarii sale de la 
Episcopia de la Gherla catre Episcopia de Oradea Mare. Anul 1881 a fost cel mai productiv 
pentru I. H. publicand 26 de biografii: 4, avand ca motiv decesul (Augustin Blanqui, Augustin 
Treboniu Laurian, Iosif Skoda, B.R. Uchatius); 2 cu ocazia ajungerii la putere, cum este in 
cazul tarului Alexandru al Ill-lea, care a devenit conducatorul Rusiei si in cazul presedintelui 
Chester A. Arthur, care in acest an a devenit presedintele Statelor Unite. Din randul celebrilor 
francezi nu a putut lipsi nici Victor Hugo, despre care a publicat o biografie cu ocazia unor 
celebrari organizate in cinstea scriitorului francez. 

Iosif Vulcan redactorul revistei a fost printre cei mai activi semnatari ale articolelor din 
„Familia”, inclusiv biografii. in anul debutului revistei, a optat sa faca cunoscuta viata unora 
dintre colaboratorii sai, Timotei Cipariu, Nicolae Zsiga, cel care in acest an a fost decorat cu 
Ordinul „Crucea de Aur”. in anul 1868 printre biografiile semnate de el se numara si cea a 
reginei Isabela a Spaniei, ocazia fiind, plecarea ei in exil. Anul urmator a publicat o singura 
biografie, subiectul fiind Dumitru Sfura, caruia Vulcan i-a publicat poezii in revista sa. Anul 
1881 a fost dedicat regelui Carol I, an in care acesta a fost proclamat regele Romaniei. De 
altfel, Iosif Vulcan obisnuia sa publice cate o biografie dedicata persoanei caruia i-a publicat 
opere, cum este cazul poetei Matilada Poni in 1884 si a poetului Mihai Eminescu din 1885, 
care a debutat in paginile „Familiei” cu poezia Sara pe deal. Tot in 1885 a publicat biografia 
lui C. A. Rosetti si a lui Visarion Roman cu ocazia decesului lor. In 1886 a semnat o singura 
biografie dedicata lui George Ratiu. in 1895 a publicat printre altele, o scriere dedicata lui 
Nicolae Kretulescu cu prilejul inceputului mandatului de presedinte a Academiei Romane, 
urmand ca in anul 1900 sa mai publice o scriere, de aceasta data cu ocazia mortii lui. in 1899 
a publicat 8 biografii, a preotului loan Metianu, care in acest an a devenit mitropolitul ortodox 
al Ardealului, a lui Petru Vulcan unul dintre colaboratori, si a lui Nicolae Popea si loan Bran 
de Lemeny cu ocazia trecerii in nefiinta. 

Mihail Kogalniceanu a fost printre colaboratorii revistei „Familia”, publicand o 
biografie in 1869 a cronicarului moldovean Miron Costin. Punctul comun intre Kogalniceanu 
si Costin a fost zona geografica, ambii provenind din Moldova si ambii preocupati de 
bunastarea regiunii de nastere. 

Mihail Strajan a scris biografia lui Alphonse de Lamartine in 1869, anul decesului 
scriitorului francez. In acest caz, punctul de legatura este Franta, Strajan si-a facut studiile si 
in aceasta tara. 

Petru Ratiu este autorul uneia dintre biografiile episcopului Samuil Vulcan, bunicul lui 
Iosif Vulcan. 
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Petru V. Grigoriu a publicat biografia lui Richard Wagner in 1879. Cazul sau 
dovedeste cel mai bine existenta unei legaturi intre biograf si subiectul biogralici: Grigoriu a 
fost promotorul muzicii lui Wagner si a wagnerismului in spatiul romanesc, de aceea nu este 
de mirare ca a ales sa scrie biografia compozitorului german. 

T.C a prezentat aspecte din viata maresalului francez Francois Achille Bazaine, cu 
ocazia unui eveniment interesant si anume evadarea din inchisoare. 

Theodor Mommsen este singurul biograf strain, german, care a scris in „Familia”, de 
ocupatie istoric al Romei antice, asa ca a fost evident ca a aparut biografia lui Cezar. 

Vasile Ranta Buticescu a publicat biografia reginei Sofia de Neapole, dar si a lui Sava 
Hentia, punctul de legatura cu cel din urma fiind zona de provenienta, Transilvania. 

Victor Babes a fost unul dintre colaboratorii „Familiei” si prin urmare a publicat in 
1906 biografia doctorului Gheorghe Marinescu, cu ocazia alegerii celui din urma ca membru 
al Academiei Romane. Acest caz dovedeste din nou legatura biograf - subiect, Marinescu 
fiind coleg de breasla cu Victor Babes, ambii venind din domeniul medicinei. 

Sextil Puscariu, lingvist, a ales sa scrie biografia unui alt lingvist renumit, dr. Gustav 
Weignad, si despre Henrik Ibsen. 

loan Ratiu a scris despre Andrei Mureseanu punctul comun fiind revolutia din 1848, la 
care ambii au participat, in plus ambii au fost de religie greco-catolica si ambii din Austro- 
Ungaria. 

Iuliu Vuia in 1895 a optat sa scrie biografia lui Constantin Diaconovici Loga, ei 
aflandu-se in relatii de rudenie, Diaconovici fiind bunicul lui Iuliu Vuia. 

Petru Vulcan a ales sa scrie despre un alt scriitor, Mihai Strajan in 1899. 

In fine, loan Slavici a fost unui dintre colaboratorii de renume a „Familiei” publicand 
in 1892 o biografie a lui Mihai Eminescu, an in care a aparut volumul Albumul, Slavici fiind 
unui dintre promotorii lui Eminescu, si in anul 1900 a tradus o biografie a episcopului 
Inochentie Micu Klein. 

In concluzie, analizand datele statistice ale biografiilor publicate intre 1865 si 1906 
putem constata lipsa de continuitate in ceea ce priveste aparitia acestor lucrari, fiind ani in 
care au aparut zeci de biografii insa la cealalta extrema sunt ani in care nu a aparut nici una. 
Putem constata deseori si o legatura intre biograf si subiectul biografiei. Iosif Vulcan a propus 
raspandirea culturii romanesti si largirea orizontului cultural al cititorilor, lucru urmarit si prin 
publicarea biografiilor unor personalitati de multe ori model. 
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Abstract: The main purpose of this study is to establish the communicative situation at work in 
Browning’s My Last Duchess. The main focus will be placed on the rethorical nature of indirectness 
and also the relevance theoretical concepts of interpreting that can give a useful way to re-theorise the 
use of voice in literature. 

Keywords: literary communication, implicatures, My Last Duchess, theory 


Pragmatics has at times tried to polarize linguists and theorists of literature. They tried 
to analyze literary texts which actually posed problems when it came to the issue of their 
introduction into the study of pragmatics. The question to be answered was whether literature 
should be regarded as a form of communication and if so, why its study can or cannot be 
integrated into pragmatic theory. Literature should be inserted in the study of language in use 
(Sperber and Wilson, 1995: 122) as another form of communication and it does not need to be 
regarded as a special case. 

The aim of this article is to contribute to the growing significance of relevance theory 
in literary studies, and also to contribute to the development of concepts within relevance 
theory itself, by focusing on rhetorical indirectness and the use of voice in literature. This will 
be illustrated with reference to the speech of the Duke of Ferrara in Browning’s poem My 
Last Duchess. 

Sperber and Wilson relate to the ways in which different types of indirectness 
accomplish their effects. In successful communication, the indirect nature of the utterance 
chosen will lead to extra contextual effects which compensate for the extra processing effort 
imposed on the hearer. This indirectness can take many forms and, of course, the extra effects 
can be also various. 

The Duke of Ferrara’s monologue in My Last Duchess contains an intriguing series of 
indirect vocal expressions addressed to a silent hearer by which he transmits a set of 
implicatures (e.g. My previous wife used to flirt and that made me angry. Because of that, I 
had her killed. The woman I am about to marry should be warned because she also flirts and I 
will do the same to her...). The moments of indirectness in the poem are many. The aim here 
is to show the way in which relevance theory would see the inferencing processes involved in 
this case of indirect communication and thus pointing out the rhetorical potential of 
indirectness. 

At the beginning of the poem (line 2-3), the Duke refers to a painting of his previous 
wife: “I call/That piece a wonder, now: Fra Pandolfs hands”. The comma used before now 
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causes a pause and in this way emphasizes it, it is suggested that there was a time when he did 
not consider the painting so wonderful. So, here we have multiple various interpretative 
hypotheses: 1. The Duke may not have believed that the painting was well-painted; 

2. The Duke places a higher value on the work of art now that his previous wife is 

dead; 

3. He used to dislike the painting but now he does not any longer 

Later on in the poem we have other related interpretative ideas which complete the 
above 3 rd hypothesis. The following contributed to the eliminating process: the expressions in 
brackets - “(since none puts by/The curtain I have drawn for you, but I) (lines 9-10) and the 
Duke’s explanation for the unusual quality of the painting: “Sir, 'twas not/ Her husband's 
presence only, called that spot/ Of joy into the Duchess' cheek” (lines 13-15) - Dukes usually 
being in the absolute power in their own houses, we assume that no one else draws back this 
curtain because he does not let anyone do that, or, there is the other possibility that perhaps no 
one wants to draw back the curtain. We understand here that the Duke only wants a selected 
number of people to watch the painting (see the 3 rd hypothesis). Both of these are then 
strengthened by implicatures of the word only (line 14) where we get that: if the Duchess’s 
“spot of joy” (blush) is sometimes caused by her husband’s presence, we assume that it is a 
blush indicating a sexual relationship maybe not confined to her relationship with her 
husband, thus we reach the conclusion that the Duchess’s relative sexual freedom annoyed the 
Duke. We can even strengthen the hypothesis that there is something delicate about the 
painting from the duke’s part and the fact that she is now dead the source of annoyance is no 
longer so great as to stop the Duke from calling the painting a “wonder”. 

All these implicatures are then confirmed in the 15-34 lines and 43-45 even if it is 
important to say that the Duke never directly said that his wife used to flirt and that thing was 
a source of annoyance for him. 

As the second part of the whole message transmitted by the Duke, we have again 
indirect information about his decision of the problem: “This grew; I gave commands;/Then 
all smiles stopped together. There she stands/ As if alive.” (lines 45-47). These lines, with the 
sequence of the first three clauses and the missing of any connectivity, make us interpret the 
cause and effect relationship between the events described: maybe because of the Duchess’s 
becoming flirtatious, the Duke ‘gave commands’ and maybe because of these ‘commands’, 
‘all smiles stopped together’ which meant they were extremely serious. We have here again 
more possibilities of interpretation: 1. the Duke may have ordered the Duchess to stop flirting 
and, as a consequence, she felt depressed; 2. The Duke took something the Duchess liked, 
perhaps her mule (line 27) and thus she was unhappy; 3. The Duke had her killed. The final 
sentence: ‘There she stands/ As if alive” (lines 46-47) brings no new information, but draws 
attention to it as old information (lines 2-4). This also reminds us that the Duchess is dead. 
We are invited to reconsider this information in the newly enriched context and thus 
emphasizing the 3 rd hypothesis: that the Duchess’s death was set up by the Duke. 

In a real situation, the relevance of this narrative would be clear. In fact, this entire 
narrative is an indirect warning to the Count’s daughter who is supposed to become the 
Duke’s next wife. We get this interpretation from the Duke’s turning his (and our) attention to 
the present, to the following marriage negotiations. At the end of the poem we have another 
reference to an object of art (lines 54-56), the Duke’s apparently casual remark being relevant 
to the hearer who understands that the parallel with the powerful Neptune taming a delicate 
sea-horse refers to the Duke’s own intentions. 
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The Duke transmits this fact indirectly again, as it is not advisable to claim 
responsibility for a murder, thus minimizing his implications in the unfortunate action. 
Nothing is said directly, so the hearer is more responsible for the interpretations s/he makes. 
The two-way strengthening and assuring of assumptions partly outlined above gets us to an 
interpretation which does not permit much ambiguity as the contextual information is so 
complete that the content of the message is like directly transmitted by the Duke. His implied 
arrogance would otherwise pose no problem in transmitting the message directly. 

The Duke’s indirectness is thus seen as a strategy for manipulating and intimidating 
the hearer. He gives an impression of power and skill that the hearer is forced to work at 
interpreting the message by making connections between the apparently unrelated 
declarations. In My Last Duchess, the Duke’s interjections: ‘how shall I say’ (line 22) and 
“Even had you skill/ In speech - which I have not’ (line 36) are contrasting with what is in 
fact a rhetorical display. The Duke’s indirectness of message will indicate the Duke’s 
disregard for the hearer. The impact of the message is also stronger as it may not be 
interpreted immediately, being like a puzzle to which the hearer returns all the time to get to a 
good interpretation. Once the hearer had reached a conclusion, there will be little doubt about 
the fact that it is or not the right one. 

The above presented communicative strategy is relatively simple if compared to that 
between Browning and the reader. In a dramatic monologue the reader’s position overlaps 
that of the silent hearer, so that, like the silent use of the Count in My Last Duchess, we have 
to figure out the Duke’s utterances and get to the interpretations of them described above. For 
example, we do not know who the hearer is at the beginning of the poem, we can only guess 
his identity, but at the end of the poem we get some information: ‘The Count your master’s 
kn own munificence...” (line 49). So the reader must guess from the presented information. 

There are numerous examples like this, where the information needs to be enriched or 
clarified for the reader because s/he does not have access to the same contextual information 
as the hearer. Browning has cleverly managed to draw attention to the predicament and 
viewpoint of a woman in an unequal marriage through the monologue of a fictional character 
who represents an endorsement of the attitudes and power structures which allow for such 
marriages; that is presenting one view, he communicates another (Maxwell, 1992: 322). 

The conclusion to be drawn is that Browning uses the dramatic monologue to express 
views and attitudes from which he distances himself. The possibilities for narrative layering 
complicate the interpretative / echoic framework in that an author might distance him-/herself 
form an implied author; or from a first-person narrator, who in turn might distance him- 
/herself from an internal narrator; or from a character’s view expressed through free 
indirect/direct discourse. The Duke of Ferrara does just this (lines 37-39) in voicing the things 
that a different ki nd of husband might have said to his Duchess. 

There are many possibilities here to be explored; the concepts of interpretative and 
echoic use seem adequate to be used as a means of resolving one of the separation between 
pragmatics and literary studies. 


That's my last Duchess painted on the wall, 
Booking as if she were alive. I call 
That piece a wonder, now: Fra Pandolf s hands 
Worked busily a day, and there she stands. 


3 
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Will't please you sit and look at her? I said 
"Fra Pandolf' by design, for never read 
Strangers like you that pictured countenance, 

The depth and passion of its earnest glance, 

9 But to myself they turned (since none puts by 

The curtain I have drawn for you, but I) 

And seemed as they would ask me, if they durst, 

How such a glance came there; so, not the first 
Are you to turn and ask thus. Sir, 'twas not 
Her husband's presence only, called that spot 
15 Of joy into the Duchess' cheek: perhaps 

Fra Pandolf chanced to say, "Her mantle laps 
Over my Lady's wrist too much," or "Paint 
Must never hope to reproduce the faint 
Half-flush that dies along her throat"; such stuff 
Was courtesy, she thought, and cause enough 
21 For calling up that spot of joy. She had 

A heart. . . how shall I say? . . . too soon made glad, 

Too easily impressed; she liked whate'er 

She looked on, and her looks went everywhere. 

Sir, 'twas all one! My favour at her breast, 

The dropping of the daylight in the West, 

The bough of cherries some officious fool 
28 Broke in the orchard for her, the white mule 
She rode with round the terrace—all and each 
Would draw from her alike the approving speech, 

Or blush, at least. She thanked men,—good; but thanked 
Somehow ... I know not how ... as if she ranked 
My gift of a nine-hundred-years-old name 
With anybody's gift. Who'd stoop to blame 
35 This sort of trifling? Even had you skill 

In speech—(which I have not)—to make your will 
Quite clear to such an one, and say, "Just this 
Or that in you disgusts me; here you miss, 

Or there exceed the mark"—and if she let 
Herself be lessoned so, nor plainly set 
Her wits to yours, forsooth, and made excuse, 

42 —E'en then would be some stooping; and I chuse 
Never to stoop. Oh, sir, she smiled, no doubt, 

Whene'er I passed her; but who passed without 
Much the same smile? This grew; I gave commands; 
Then all smiles stopped together. There she stands 
47 As if alive. Will't please you rise? We'll meet 
The company below, then. I repeat, 

The Count your Master's known munificence 
Is ample warrant that no just pretence 
Of mine for dowry will be disallowed; 
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Though his fair daughter's self, as I avowed 
At starting, is my object. Nay, we'll go 
54 Together down, Sir! Notice Neptune, though, 

Taming a sea-horse, thought a rarity, 

Which Claus of Innsbruck cast in bronze for me. 

(Robert Browning, 1842) 
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SURREALIST GELLU NAUM 


Mirela Radu 

Assist. Prof., PhD, ”Titu Maiorescu" University of Bucharest 


Abstract: As Andre Breton, Gellu Naum remained faithful "(...) to the surrealistic way of living and 
writing poetry, which proves that, for the poet,choosing surrealism was not a conjectural option, but 
the expression of the authentic self-affirmation" 1 Ion Pop, the critic, as well as the mentor of the 
surrealist movement, considered that Gellu Naum preferred the lived poetry to poetry-literature. Gellu 
Naum lives the deception and "the poets ’ deep sadness who all their life, struggled not to practice 
literature and, in the end (...), found that they actually did only that." Having the feeling of being 
infected with literature far deep, to the bone marrow "so that" any doctor would see in each of my 
ner\>es the stinking gangrene of poetry ", the poet wants to " shake the poem by producing it. " 2 A kind 
of self-overcoming fears, this therapy seems, in some cases to give the expected result. The only one 
who gives hope to the writer is the convinction that participating in literature, he undermines it, the 
conviction of being a fermen t of change. 

Keywords: catharsis, literature, surrealism, hazard, reality 


In Castelul orbilor (1946), Naum T§i definite poezia drept “§tiin|a a ac(iunii“, mod de 
a perturba “ingramadirea dogmatical Poezia este vazuta ca revolta avand insa caracter de 
rena§tere, de catharsis: “acest contact este asemenea focului, asemenea panicii, asemeni 
iubirii, asemeni apei, asemeni revoltei, asemeni mortii care ne primcncstc sangele.“ 3 Poezia 
este dinamitarda, ea reu§e§te, prin implozie, sa renasca in sufletul poetului noi trairi menite sa- 
i primeneasca fiinta caci lirica este o prorocire a viitorului, o fereastr deschisa atat spre 
interior cat §i spre exterior: “Poezia este un avans, un promitator avans, o profe(ie a gandirii 
noi §i reale. “ 

Poate, cel mai bine susprinsa reunire de plasmuire §i realitate din lirica naumiana este 
surprinsa de Vasile Spiridon: “Concrete(ea imaginilor cu care Gellu Naum T§i incepe de obicei 
poeziile ne da sentimentul unei lumi obi§nuite, pentru ca undeva, prin cateva date bizare, 
aceasta sa dobandeasca un aer derutant, enigmatic. Prospectarea in campul insolitului §i al 
necunoscutului este rnenita, in conceptia poetului nostru, sa restabileasca unitatea de viziune 
dintre real §i imaginar, dintre cotidian si miraculos, dintre rapune §i vis. (...) Inteligcnta-i 
dedulcita sensibil coboara totul la treapta imaginativ-palpabila, la domeniul presimtirilor, 
intrucat eul liric vrea sa se dezbare de « ferocea mea luciditate », de « falsa con§tiin|a » care il 
tine sub platitudinea conventionalismului (...).“ 4 Aflata la granita subtire dintre obiectiv §i 


1 Gabriela Duda, Literatura romana de avangarda, Editura Humanitas, Bucure§ti, 1997, p. 197 

2 Gellu Naum, Medium, Bucure§ti, Colecfia suprarealista, 1945, pp. 10-13 

3 Gellu Naum, Castelul orbilor, Colectia suprarealista, Bucure§ti, 1946, p. 19 

4 Vasile Spiridon, Prefajd In Gellu Naum, Exactitatea umbrei, Editura Paralela 45, Pite§ti, 2011, p. 237 
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subiectiv, aceasta lirica respira aerul tare al celor doua lumi. Ca un adevarat om de stiin(a, 
poetul sondeaza cele doua lumi, ale simtitelor §i ale intangibilului. Senzapa de inedit este data 
§i de capacitatea permanenta a poetului de surprinde: “§i-a pastrat intact gustul pentru 
asociatiile stupefiante, penmtru rupturi in carne poemului §i pentru schimbari de ritm 
nea§teptate.“ 5 

Combinape de sacru §i profan, poezia naumiana nu poate fi totu§i incatu§ata in simpla 
periodizare aleatorie a unui curent literar : “Ca §i Elytis, Octavio Paz sau portughezul 
Herberto Helder §i asemeni recent disparutului Rene Char, cu topi avandu-si un punct de 
plecare din suprarealism, dar evoluand ulterior pe alte coordonate estetice, Gellu Naum 
reprezinta un «caz» de rebeliune fa(a de suprarealismul istoricizat (cu toate abjurarile sau 
exorcizarile cunoscute).“ 6 

Pentru Gellu Naum, Intre eu si univers exista o rctca de “vase comunicante“, In care 
visul este supraordonat realitapi. Pentru poetul suprarealist, locul central al conccppei sale 
literare suprarealiste 11 constituie hazardul obiectiv §i obiectul suprarealist, sub influenza lui 
Dali §i a lui Breton. Poetul cauta permanent, intr-o stare de astcptarc activa, modal itap de 
comunicare cu lumea inconjuratoare. Iar acesta a§teptare se transpune in mediumnitate, la 
semnifica(iile pe care contactul intre lumea vazutelor §i cea a nevazutelor II presupune. Naum 
cauta lucruri eliberate de “uniformele cretinizante.“ Modelarea obiectelor conform dorirpci 
poate hnbraca forma “fazei de cristalizare“ (care este una lenta) sau o alta “exuberanta“ 
(caracterizata prin celeritate). Poetul lucreza pentru a deveni vizionar, pentru a vedea dincolo 
de realitatea tangibila. Ca orice suprarealist, el cauta o poezie care sa exceada dogmatizarile §i 
clasificarile, apta sa se sustraga generalitaplor si etichetarilor, capabila “de a frange 
sistemele, de a le face sa delireze, de a produce in curiosul ei joe, fuziunea spontana. “ 7 Pe 
tote paliere literaturii: lirica, proza si teatru, Naum a trait §i a experimentat sentimentul 
stranietapi, al contradicpilor interioare. 

Chiar daca Stefan Roll, dupa parerea lui Ion Pop, se apropie cel mai mult de 
“suprarealismul autentic, dcpapnd imagistnul in formula lui cea mai raspandita la membrii 
gruparii Unu - spre a deschide calea cxperientclor celui de-al doilea val avangardist, din anii 
‘40“ 8 , Naum pare sa lie cel mai longeviv suprarealist atat in fapta cat si in insasi cxistcnta 
lizica. 

In 1945, Gellu Naum, Paul Paun §i Virgil Teodorescu, Intr-o bro§ura manifest, Intclcg 
sa se distan(czc de avangardistii grupa(i in jurul revistei Unu, acuzandu-i ca acordau prea 
multa important imaginii poetice, care reprezinta o chestiune pur formala. Ei vedeau aceasta 
axare pe forma poetica drept o sclerozare pe care orice avangardist care se respecta ar trebui 
s-o ocolesca. Intor§i din Franta, in 1940, Gellu Naum §i Gherasim Luca coaguleaza grupul 
suprarealist. 

Intre 1945-1947 apar scrierile programatice suprarealiste din care se observa ca 
aceasta i§i insusisc concep(iile lui Andre Breton. In lipsa unei reviste oficiale, se publica 
pachete de poezii §i proza intitulate Colecfia suprarealista, Surrealisme, Infra-Noir, Critica 
mizeriei (in 1946 Gherasim Luca, Gellu Naum, Paul Paun si Virgil Teodorescu, solidari cu 
incercarea de perpetua de rcvolu(ionare a literaturii, afirmau “Poezia, dragostea si rcvolu(ia 
sunt una“). Printre principalele teme dezbatute se regasesc: atotputernicia experien(ei onirice, 


5 Alina Ologu, Gellu Naum: exprimentul poetic, Editura Pontica, Constanta, 2007, p. 46 

6 Dinu Flamand, Naum heracliticul, Tn Romania literara, 19 mai 1988 

7 Gellu Naum, Poetizafi, poetizafi , Editura Eminescu, Bucure§ti, 1970, p. 86 

8 Ion Pop, Avangarda in literatura romdnd, Editura Minerva, Bucure§ti, 1990, p. 250 
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cautarea “miraculosului“, automatismul psihic pur, hazardul obiectiv. Dupa instaurarea 
regimului comunist, Naum se retrage din via(a literara pentru aproape doua decenii. Cu toate 
acestea, febrilitatea nevoii de a respira literatura se va materializa prin traducerile din divcrsi 
autori: Denis Diderot, Samuel Becket, Henri Stendhal, Franz Kafka. 

Pentru Naum vegetal) a virgina este o imagine in oglinda 
a celei din adancul fiintei noastre: “Aceste flori mu§ca trenurile.“ Toposul este gotic, peisajul 
este bantuit de apari(ii onirice: “Femei pe aceste campuri inundate/femei elastice, fernei 
sumbre/ femei de cristal §i de ceara nocturna. “ ( Castelul orbilor ) 

In 1936 Naum publica volumul Drumeful incendiar de un suprarealism autentic care 
face o rupere Intre nivelele sensului, aduce asocieri grotcsti, maximizand ambiguitatea 
ironico-sarcastica. In acest volum, trasatura caracteristica este cea de negare, sabotarea 
realita|ii prin vis, delir, mediumnitate, in care trecerea prin lume este vegheata de instan|a 
femeie. 

Un alt fel de calator este §i Vasco da Gama (1940), un alter ego al poetului ce creeaza 
alte raporturi, socantc, intre obiecte: “el miroase apa cu ajutorul lunetei/ narile i se prelungesc 
pana la tarm/pcntru ca el mananca §i capul carciumarului.“ Impresia pe care o lasa poezia lui 
Naum in acest volum este ca “de incongruen(a, de violentare a cunoa§terii comune“ dar 
cititorul nu trebuie sa uite ca “suprarealismul a vrut sa converteasca o traire autentica in 
cxpcrienta a poeziei.“ 9 Raporturile fire§te se inverseaza “Acolo e o albina si o femeie/§i 
femeia Intcapa albina cu degetul.“ Obiectele devin antropomorfe si, alaturi de abstratiuni, 
participa la farsa: “dar bastista Isi arata din(ii spre comandantul/ care I§i balanseaza pendulele 
din urechi.“ Metaforele derad inclinatiilc poetizante: “Prin ziduri urina tulbure luce§te/vezica 
este o splendida camera obscura.“ Sintaxa lineara, obi§nuita, este inlocuita de icono-sintaxa. 
Inca o data, calatoria permite accesul la scmnificalji. Corpul nu mai func|ioneaza ca un tot 
anatomic, partilc sunt dezmembrate §i (iintcaza independent: “Ji-ai stors creierii ca pe o 
lamaie/ ca sa-mi faci ceaiul si hainele.“ Navigatorul, erou civilizator, nu poate, insa, ramane 
captiv al locurilor descoperite iar femeia este a§ezata sub semnul vegetalului: “ea are in locul 
mainilor arbori.“ Fortclc necunoscutului din lumea exterioara §i din cea interioara conduc la 
Naum la intalniri primejdioase, in cadrul unor peisaje teriliante, cu conotapi apocaliptice: 
“dincolo de aceste maini calul erotic/doarme pe orizont din carnea violacee meduzele 
inchipuiesc coame.“ ( Calul erotic) Inventatorii banderolei este un pamflet impotriva lui 
Gherasim Luca §i D. Trost iar Poetizafi, poetiza{i (1970) este transpunerea onirica a 
conflictului dintre eu-1 profund si obstacolele ridicate de con§tiin(a. 

Culoarul somnului (1944) anun(a schimbarea din programul experimental al poetului. 
Somnul coniine ideea de vis dar si pe cea de moarte. In persoana I plural se regasesc toate 
celelate persoane ale pronumelui eu/tu/ei/ea/voi. Se inventeaza noi serii de metonimie intreg- 
parter iar anatomia corpului uman capata noi valcntc: “umerii mei au clipit“, “vreau sa ma 
miro§i ca pe o fereastra“, “urechile mele fumeaza.“ Recurent, revin doua atribute: halucinant 
§i somnabulic tocmai pentru accentua starea de incetare a con§tiin(ei §i alunecarea in reverie 
(“somnambulica ta plimbare“, “privirea lucida a somnambulilor“, “oglinzi halucinante“). 
Privirea uncstc barbatul cu femeia iar intalnirea are valen(a mortii, deoarece reprezinta o 
modificare a starii anterioare. Cu Athanor (1968), aparut dupa o absen(a de 20 

de ani pe scena literara romaneasca, se intra in spa(iul experimentalismului. Athanorul are trei 
parti: una superioara (un dom), una mijlocie cu trei icsiri §i una inferioara (care coniine 
focarul). Si volumul este structurat in trei parti. Trecerea zidului simbolizeaza trecerea in 


9 Gabriela Duda, Literatura romaneasca de avangarda , Editura Humanitas, Bucure§ti, 1997, p. 346 
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lumea interioara, a consti in^ei. Nucleul unei noi serii de imagini este voca(ia vegetala a 
umanului: “Fiecare gura infrunzea“ (motto din Exactitatea umbrei). In Mult mai bine umanul 
este o mixtura de mineral si vegetal: “poti sa-(i la§i palaria ca pe un fruct ud.“ Din nou drumul 
semnifica autocunoa§tere, iar strabaterea caii lungi ostene§te spiritul dornic de 
cunoastere. ( Ne-am oprit sa ne odihnim). 

In 1970 vede lumina tiparului volumul Copacul-animal, in care hibridizarea une§te 
cele trei regnuri: mineralul, animalul §i vegetalul. Animalul simbolizeaza incon§tientul §i 
libidoul. Ca timp verbal predilect, poetul folose§te imperfectul. Acesta are menirea de a 
inchega lumea poetica care, pe alocuri, este fragmentata de folosirea perfectului compus si a 
mai mult ca perfectului (La inceput fuseserdm mai multi). Dincolo de cuvant se a§terne 
tacerea iar amu(irca are valen(a mortii ce infa§oara in giulgiul ei intreaga natura: “se lasa o 
amp la tacere peste lume.“ Versurile par agramate prin folosirea comparapci, palindromului, 
antonomazei si poliptotonului: “Mai la o parte noi ne ghemuiam/sub pasare cu maduva aceea/ 
cu vaduva aceea.“ Ca fir ro§u al scrierilor lui Naum se 

regase§te autoreflexivitatea, oglindirea textului in text. In 1972, apare prozopoemul Tata/ meu 
obosit. Structurat la persoana intai §i a treia singular, pe parcursul poemului apar des 
marcatori de temporalitate: “cam in aceeasi vreme“, “in diminc(ile urmatoare“, “pe atunci“ 
dar care, in lipsa unei rcfcrinte, se golesc de sens, picrzandu-si capacitatea de refercntialitatc. 
Tata poate semnifica o superioritate dar si cenzura sociala. Poemul este strabatut de 
conciden(a, fantasm, straniu si oniric. 

In 1975 era tiparit unor volum Descrierea turnului, structurat pe mai multe cicluri. 
Turnul are valoare simbolica de axa a lumii, vector al sacrului, sinonim al scarii. De data 
aceasta, poetul se foloscstc de toate timpurile verbale. Poemul Dimine/i cu domnisoara Peste 
imbina modelul supraraelist (de supra fata) cu cel romantic. Pentru Naum, abulia, a§teptarea si 
ratacirea au valoare ini(iatica iar rcvcla(ia este posibila cu ajutorul domnisoarei Peste. 

In Partea cealalta (1980) apa are un rol dublu: de origine a vic(ii, purificare, loc al 
plasmuirii, oglinda a a lumii dar si simbol al mofiii. §i aici apare instan(a feminina Zenobia 
care este cand eterica, cand umana, cand ingenua, cand impudica, cand feerica, cand urbana. 
In acest volum, poetul include o parte din poemele scrise anterior, sub numele de Poeme 
regasite. 

Dar Naum §i-a incercat talentul literar §i in dramaturgic scriind Insula (1979). 
Volumul mai cuprinde §i alte doua piese: Ceasornicaria Taus §i Poate Eleonora. Piesa face 
referiri la romanul lui Daniel Defoe. Lectorul este obligat la atcn(ic prin folosirea discursiva a 
majusculelor §i caracterelor mici iar in lipsa unui sfar§it dictat de autor, cititorul are libertatea 
de a da deznomantul pe care-1 considera oportun. Robinson-ul lui Naum este o alta ipostaza a 
calatorului singuratic, ce reface drumul de la natura la cultura, este o alta ipostaza a poetului 
insusi retras din lumea civilizata. Cu un condei mult mai incercat in arta lirica, Naum 
ironizeaza producand literatura nu doar ca rczistcn(a in fata vic(ii cotidiene “(...) persifland 
automatismele de limbaj, de comportament, de mentalitate, absurdul §i expresivitatea 
involuntara pe care ele il genereaza (ca Ionescu, de pilda sau, inaintea lui, Urmuz)“ ci a scris 
“(si) impotriva teatrului persifland deopotriva lumea si teatrul ca joe secund al ei.“ 10 La 
granita dintre liric si dramaturgic, teatrul naumian face apel la didascalii iar intreaga ac(iune 
este aluziva si nu descrptiva. 

In Zenobia (1985) se face trecerea de la o secven(a la alta fara o logica stricta, trairile 
derulandu-se inafara ordinii diurne. Punctua(ia aberanta ghideaza atcntia cititorului spre 


10 Simona Popescu, Clava. Critificfiune cu Gellu Naum, Editura Paralela 45, Pite§ti, 2004, p. 186 
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secvcntele discursursului, precum un scurt-circuit. De fapt, mtreaga opera naumianS se 
caracterizeazS prin penuria semnelor de punctuate iar parantezele, In loc sS explice, amplified 
sentimentul de ireal. In Zenobia se Impletesc douS discursuri: unul la persoana Intai si altul, ce 
descrie realitatea mundanS, scris In italice. 

In majoritatea textelor lui Naum persoana I, autoreferinfa, reprezintS solidaritatea Intre 
eu si lume. Lipsa de autenticitate a lumii civilizate II determinS pe poet sa aleagS ca mijloc de 
rezisten|S ironia care reprezinta teatrul interior al fiintci. Dar eu-1 poetic este folosit adesea la 
plural, este spapul In care autorul si cititorul se Intalnesc. Faptul este observabil si prin 
folosirea indicilor de genul “vS rog sa rccapitulap“, “v-a§ sfStui.“ In Culoarul somului 
(1944), eu-1 este ascuns Intr-un noi generic “se pare ca pentru noi.“ In poemele de dupS 1990, 
eu-1 se dilueazS in el/ea/ei/eu/tu §i voi. 

Specific supraraelist este izomorfismul spa(iu/timp In care structura temporals o 
reproduce pe cea spatiala. O altS caracteristicS suprarealistS, IntalnitS §i la Naum este tema 
rStScirii, metafora ce dimensioneazS mi§cSrile textului, este incercarea labirintului ca simbol 
al conclitici umane. O alta Inspire a scrierilor lui Naum este finalul deschis §i ceea ce nu 
poate fi decodificat este transmis textelor anterioare sau celor ce urmeazS, dand senzapa unui 
continuu al tuturoe textelor semnate de autor. Axa fundamentals este 
femeie=corp=incon§tient=text. Una din temele centrale este cea a cSIStoriei prin lume, vis si 
limbaj. 

Voca|ia de suprarealiast si-o afirma chiar poetul “§tiu ca m-arn nSscut suprarealist. 
Eram predestinat pentru asta.“ Suprarealismul sau se manifesta la nivel de expresie, ccuapa 
enun(iativS, structura textului, retoricitatea, dar si la nivel de continut: reprezentSri §i imagini. 
Ca §i grupul suprareali§tilor din anii ’45 din care fScea parte si Gellu Naum, Impinge 
automatismul la limita absurdului, pune automatismul In rclapc cu hazardul, prezentand 
subiectul in calitate oniricS sau mediumnicS. Dar pentru poet, teoretizarea reprezinta o 
slabiciune, preocupSrile teoretice fund “ore slabe.“ 

Alina Ologu catalogheazS avangardele de dupa ’40 ca apartinand experimentalismului 
§i identified urmStoarele carateristici: deconstruire, detotalizare, deplasare, disjunepe, 
schizoidie, demistificare si similacru iar Ion Pop numeric procesul nastcrii de fonne noi ca 
unul de contestare dar §i de rccastigarc a adevaratei arte scrise : antiliteratura. Pentru Naum 
cristalizarea (alegerea formei) se face rapid (In lirica sa) sau lent (In cazul paginilor narative). 

In veritabil spirit suprarealist, Naum rape clauza rcfcrenpalitapi, intitulandu-§i 
volumele sau poemele Intr-o maniera derealizanta. Unele titluri au un termen sau un grap cu 
centra nume Palaria iasca, Turnirul din subsol, 122 de cadavre, Caii de gheafa, Caldura 
glaciara, etc. sau emfatizeaza postura atotcunoscatoare a autoralui Despre cele vepiice dar 
trecatoare, Despre identic §i felurit, Despre femeia lepnatd, etc. sau se folose§te de maxime 
cu notorietate Intoarcerea poetului risipitor, utilizate in raspar. 

Matei Calinescu In Cinci fc(c ale modcrnitdpi distinge intre doua impulsuri, aparent 
incompatibile, ale avangardei: unul al negarii §i altul al reinventarii. Aceste doua coordonate 
au fost abordate §i de Naum. Printre trasaturile tipologice ale avangardei literare romane, 
Gabriela Duda identifica spiritul negator ce se manifests In forme variate, de la contestare la 
suicid. Contextul intern (epuizarea continuturilor si formelor de exprimare literard) §i cel 
extern (marea crizd economics, cele douS rSzboaie mondiale) fac ca negatia sS reprezinte nu 
atat o solu(ic literarS cat una cxistcntialS. O altS caracteristicS a avangardei romane§ti este 
criza literaturii ce vizeazS formele instituponalc, continutul operei literare, motivele si temele 
epocilor anterioare §i ImpSrtirea in genuri si specii literare. TotodatS, o alternativS la spiritul 
negator este ludicul permi(and scriitoralui avangardist sS fie cand poet-personaj, cand poet- 
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clovn. Consecint.a negativismului este destructurarea textului poetic, care atinge toate 
nivelele: prozodic, sintactic, stilistico-retoric cat si imagistic. Se dezorganizeaza semantica 
textului ce favorizeaza distanta intre criza descrisa in manifeste si programe si cea practicata 
de lice arc scriitor. In lilozolia lui Nietzsche §i a lui Bergson I§i are originea primatul 
existentei, neincrederea In literatura, opozi^ia existen|a-literatura, modificand statutul operei 
literare, care ajunge sa incerce sa capteze fidel viaja cu ajutorul poeziei telegrafice, poeziei- 
reportaj, starilor onirice §i halucinatorii. 

In legatura cu limbajul folosit de Gellu Naum, Monica Lovinescu identilica 
introducerea literei “h“ ( moahte , Jihinfa, nathura, dhragoste) ca “mijloc de a-si apropria 
limbajul, de a-1 exorciza, de a-1 deosebi de cel al comunicarii obi§nuite...de a se deculpabiliza 
de complicitatea cu literatura/ 411 La Gellu Naum, reprezentant declarat al suprarealismului, se 
pune la indoiala realul, ca forma a revoltei. In Zenobia se pot identifica dicteul automat, 
refuzul §i idiosincraziile suprarealismului. Caracteristicile ce apropie romanul citat de 
suprarealism sunt, potrivit lui Michel Guiomar: ccrin(a ca personajul principal sa nu fie 
inventat, ci sa iasa din subcon§tientul autorului; descrierea sa fie o tehnica a evocarii; aventura 
sa se transforme in cautare initiatica si, in cele din urma, romanul sa reprezinte un poem mark. 
Ca si la Andre Breton, dragostea recreaza lumea prin prezenta femeii iubite. Presimljrilc, 
semnele, invazii de animale pradatoare asupra oraselor abunda in roman. Iubirea “incearca, 
daca nu sa recladeasca lumea, cel pupn sa-i afle un sens, in mizeria actuala a scmnificatiilor 
ratacite, alungate, rastalmacite. 4412 

“Incheind ciclul avangardei istorice, suprarealismul romanesc din anii ’40-singura 
orientare avangardista intemeiata la noi pe un autentic program suprarealist...definind un 
moment creator dinamic §i catalizator, cu consccintc pana in poezia actuala...§i-a dovedit 
dreptul de a figura printre gruparile cele mai vii si mai de substanta ale suprarealismului 
european. 4413 

O analiza pertinenta a stilului lui Gellu Naum face §i Ov. S. Crohmalniceanu “Aici, o 
virulen|a autentica a spiritului sta permanent treaza §i sclipe§te printre randuri ca o buza 
amenintatoarc de brici... Facultatea de a soca §i scandaliza a poeziei lui Gellu Naum e 
launtrica si lucreaza printr-un atac permanent dcclansat cu fiecare cuvant impotriva inertiilor 
gandirii. Radicalizarea actului poetic ajunge sa fie impinsa atat de departe, incat exclude orice 
compromis si, interzicand spiritelor acomodante sa aiba rnacar iluzia asimilarii, le starne§te 
automat o pornire ostila.“ 14 Lirica naumiana perceputa ca macrotext este “o poetica 
experimentala, recursiva, caci fiecare structura cheama o alta, izomorfa, fiecare sens este pus 
in abis, oglindit, reduplicat. 4415 
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REMEMBERING MACBETH IN ROBERT FROSTS AFTER APPLE PICKING 

Simona Catrinel Avarvarei 

Assist. Prof., Phd, ”Ion Ionescu de la Brad” University of Iasi 


Abstract: This paper looks into Macbeth’s soliloquy from act V, scene 5 and Robert Frost’s most 
celebrated poem After Apple Picking in an attempt to approach the major themes of being and 
becoming. The proposed angle of analysis relates to the illusory projection of an ‘after’, shadowy 
‘tomorrow’ that plays with the geometry of the board of the ‘stage’, as metaphor of the world as we 
know it. If Shakespeare considers it as the scene on which the great spectacle of life is set, projecting 
it on a horizontal, timeline-resembling perspective, Robert Frost (re)positions it, adding verticality 
through his ‘long two-pointed ladder’. It is from this two-angled perspective that such topics as 
dreaming, falling, meditating on life’s real essence will be explored. 


Keywords: time, life, death, failure, reflection 


In one of his interviews with Harvey Breit, Robert Frost said: “One thing I care about 
and wish young people would care about, is taking poetry as the first form of understanding. 
If poetry isn’t understanding all, the whole world, then it isn’t worth anything. ” And his 
voice is just one in a choir, for his could have been the words of another famous poet, Khalil 
Gibran: “ Poetry is wisdom that enchants the heart. Wisdom is poetry that sings in the mind.” 
Revered to this day, Frost’s lyricism fascinates with its warm and profound candour which 
tells the story of the world in words that bring together the fresh smell of moist soil with the 
flickering light of the stars above, on twisted ropes of thoughts and reverie. “My poems — 1 
should suppose everybody’s poems—are all set to trip the reader head foremost into the 
boundless. Ever since infancy 1 have had the habit of leaving my blocks carts chairs and 
such like ordinaries where people would be pretty sure to fall forward over them in the dark. 
Forward, you understand, and in the dark. I may leave my toys in the wrong place and so in 
vain. It is my intention we are speaking of — my innate mischievousness ” (Selected Letters 
of Robert Frost, p. 344). 

Four-time Pulitzer prize awardee, Robert Frost, one of the most widely celebrated 
American poets, wrote of the things he saw and listened to, gathering material and technique 
from life itself, as he himself confessed to Sidney Cox, a friends of his, in 1914. This is the 
very year when North of Boston, his famous volume of poetry, was published and which 
made Ezra Pound confess in the review that he signed : “7 know more of farm life than I did 
before I had read his poems. That means I know more of ‘Life (Modem Georgies, p. 128) 
On life and death, illusion and reality, sense and caducity meditate both the lines of Frost’s 
After Apple Picking, one of the poems of the 1914 collection of verse, as well as 
Shakespeare’s famous soliloquy uttered by Macbeth in act V, scene 5, lines 18-27, shortly 
after he learns of the death of his wife. 

The path this paper aims to follow is that of the illusory projection of an ‘after’, 
shadowy ‘tomorrow’, a metaphorical encryption of the concept of ‘the pleasure of 
ulteriority’ the poet would often refer to when approaching the topic of metaphorical 
construction of the lyrical discourse. Beyond the lines and contours of his fascinating 
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architecture of artistic imagery, Robert Frost remains the voice that openly admits being able 
to sum up life with just a thought and three words: “7/7 three words 1 can sum up everything 
I’ve learned about life: it goes on” It is this metaphoric concept of‘ulteriority’ that seems to 
somehow soften the crushing image of the water frozen in the trough and turned into a ‘pane 
of glass’, for what is glass if not pervasive borderline and perspective widening facilitator? 

I cannot mb the strangeness from my sight 
I got from looking through a pane of glass 
I skimmed this morning from the drinking trough 
And held against the world of hoary grass. 

It melted, and I let it fall and break. 

The idea of one’s deep emotional involvement that leads towards a somehow distorted image 
of what is presumed to be real, juxtaposes a pane of glass between the harvesting spirit and 
the world, reminding us of Alfred, Lord Tennyson’s The Lady of Shalott, for glass, mirrors 
come to separate the human spirit, as the ultimate embodiment of subjectivity, from the outer 
projections of factual nature. Although the hints of winter, as death anticipating season, are 
abundant, the horizon is constantly (re)dimensioning itself, dawning new perspectives and 
angles; although the hoary grass is the only sight that meets the weary eyes of the poet, the 
pane of glass has melted u and I let it fall and break.” There is an aphorism attributed to the 
Lebanese-American poet Khalil Gibran that seems to narrate the same story, that of new and 
rejuvenating beginnings: “ One may not reach the dawn save by the path of the night.” The 
deliberately blurry line Frost leaves between dream and reality makes the reader wonder 
what is genuine and when the sleep begins. Tired as one is expected to be after a day of 
apple-picking, one can only imagine if the ‘strangeness’ the poet ‘cannot rub’ from his 
‘sight’ is simply induced by fatigue or if it is to be interpreted as a sign of him still being 
under the narcotic effect of sleep and dream? ‘To sleep, perchance to Dream; aye, there’s 
the rub ” reminds us of the famous nunnery scene when Prince Hamlet utters his soliloquy, in 
an equally evoking, trance-slipping atmosphere. Imagining, projecting expectations, 
(re)visiting the feeling of fulfilment is what dream may be about, and the symbol of the 
harvest is one of the keys that unlocks paths that are worth exploring. 

In the context of the Western civilization, there is a rich built-in metaphorical and 
allegorical universe in what apple (picking) is concerned. Not only are we referring to the 
knowledge-bearing symbol the apple is in the Book of Genesis, but we are also hinting at the 
part apples played in the genesis of the American nation. The poet speaks of u the great 
harvest 1 myself desired,” an allegorical projection of some of the most longed for, heavenly 
gifts of creation, understanding, the ultimate Divine wealth that draws the frontier between 
earth and heaven, labour and reward, pain and sacrifice, commonplace and exceptionality. 
The very first line of the poem seems to ‘stick’ its body of words into this symbolic imagery, 
just as the apple-picking ladder leans against the tree pointing “ Toward heaven still.” The 
two feet of the ladder deeply anchored into the loamy texture of the earth replicate the 
human anatomy and the same vertical posture that has risen to challenge the flat confinement 
of his accommodating universe: 

My long two-pointed ladder’s sticking through a tree 
Toward heaven still. 

An allegoric reflexion that builds on the story of seeds, interpreted both as germs of 
creation and dawns of a new nation, reminds us of one of America’s first explorers, John 




433 


Iulian Boldea, Cornel Sigmirean (Editors) 

MULTICULTURAL REPRESENTATIONS. Literature and Discourse as Forms of Dialogue 
Arhipelag XXI Press, Tirgu Mures, 2016 
ISBN: 978-606-8624-16-7 
Section: Literature 


Chapman, better known as the Apple Tree Man, or Johnny Appleseed. Almost a mythical 
figure, Johnny Appleseed was a deeply religious person who roamed America’s lands 
planting apple trees from seeds, as his Swedenborgian faith taught him to believe that there is 
a direct correspondence and most intimate relationship between the physical, natural world 
and the divine, spiritual one that has to be preserved. The legend tells us that once, he had a 
vision blossomed with fruit-bearing apple trees that turned wilderness into home for all those 
who nurtured them with love, only to discover themselves eventually rewarded with fruitful 
harvests. From seeds to harvest meanders the path that turns toil and pain into the 
complements of building and creating. Man must seek his reward in his accomplishment 
through effort and toil, and even if there is a sense of incompletion, as the poet acknowledges 
the existence of “a barrel that I didn’t fill ”, the feeling is not overwhelming or crushing for 
there are only “two or three apples ” remaining on “ some bough ”: 

And there’s a barrel that I didn’t till 
Beside it, and there may be two or three 
Apples I didn’t pick upon some bough. 

Nevertheless, there is tension and a pounding heartbeat-like rhythm pulses in every line of 
the poem, making it vibrate with every image it creates and echo it launches: 

It keeps the pressure of a ladder-round. 

I feel the ladder sway as the boughs bend. 

And 1 keep hearing from the cellar bin 

The rumbling sound 

Of load on load of apples coming in. 

For I have had too much 
Of apple-picking: I am overtired 
Of the great harvest I myself desired. 

Under the blessed and scented load of apples that make “ the ladder sway ” and “ boughs 
bend ”, one can almost sense the deep indentation of the instep arch of the ladder into the 
tired flesh of the soles. As the harvest is over, the “ essence of winter sleep is on the night ” 
and “the scent of apples ” floods the picture and fills the nostrils as we slip into a world of 
induced reverie and forthcoming restitution. Sleep appears five times throughout the poem 
turning it into almost a ‘sleepy mantra’, once more melting the frontiers between here and 
the illusory realm of somewhere. In an essay published in The Atlantic Monthly , Robert Frost 
admitted: “ There are many other things I have found myself saying about poetry, but the 
chiefest of these is that it is metaphor, saying one thing and meaning another, saying one 
thing in terms of another, the pleasure of ulteriority.” Sleep is the ultimate expression of that 
ulteriority, heavily imbued with metaphoric connotations as it is: 

This sleep of mine, whatever sleep it is. 

Were he not gone. 

The woodchuck could say whether it’s like his 

Long sleep, as I describe its coming on. 

Or just some human sleep. 

“This sleep of mine ”, “Essence of winter sleep is on the night, / The scent of apples: I am 
drowsing off ’ is contrasted with the long, profound, dreamless sleep of the woodchuck. 
Drowsing off does not completely annihilate the state of consciousness and it is this final 
frontier that this “human sleep ” refrains from crossing, stepping not into oblivion as the 
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woodchuck, but temporarily loosening the ties with the present only to be further renewed 
with possible fresher energies and motivating enthusiasm, magnifying “ apples ”, “stem end 
and blossom end." 

Pictographic as well as sound reverberating, the poem rolls its lines in cadenced 
instances that dissolve the literal world into a sort of dream-like projection of it. Doubled by 
the iambic pentameter in which the poem is written, just like Shakespeare’s Macbeth , the 
alteration of stressed with unstressed syllables highlights the natural rhythm in which man 
breathes and comes to accomplish his creation. In between the first and the longest line “My 
long two-pointed ladder’s sticking through a tree ”, the one foot-long line 32 “ For all ” and 
the ten more to come, the syncopate rhyming scheme keeps the poem alive and bouncing: 

There were ten thousand thousand fruit to touch, 

Cherish in hand, lift down, and not let fall. 

For all 

That struck the earth 

For all the "ten thousand thousand fruit ” there is a plan of reference, a horizontal one, as 
Shakespeare sees it, harbouring it into the image of the stage and projecting it on a 
horizontal, timeline-resembling perspective which Robert Frost (re)positions by adding 
verticality through his “ long two-pointed ladder ”. In the Scottish play, ulteriority darkens its 
projections of “ tomorrow, and tomorrow, and tomorrow ” that creeps “ from day to day ” all 
the way to “ dusty death". Shakespeare’s biblical reference points not to the symbol of 
knowledge, but to the ultimate stage of transitory passage on the stage of the world “ for all". 
The “ dusty death ”, cyclical in its “dust to dust” allegory, is past only for Lady Macbeth and 
fact-to be for her husband. And what are specks of dust if not straying particles of earth, 
parted from the generating matrix, deprived of even the slightest sense of ‘ulteriority’? 
Replicating the same idea of separation from God’s garden, “ bruised or spiked ”, "as of no 
worth ”, Frost’s apples convey the same insignificance of ephemeral elements in the greater 
scope of the universe as do Shakespeare’s "brief candle", "walking shadow ”, "poor player" 
that ‘‘struts and frets" while harvesting his time while performing on the worn-out board of 
the stage of the world. 

Harsher in tone and infinitely more dramatic in its essence, Macbeth’s soliloquy, as well 
as Robert Frost’s more luminous After Apple Picking, dwells on the same, entrapping 
frontier between hie et nunc. The two lyrical meditations transcend it, roaming way beyond 
into the heart of the unuttered things, where questions consume their own substance on 
insatiable, ardent blazes. They come to tell a tale about being, dreaming and becoming, and 
there is something that has to do with the firmness of the trees in the way they are voicing it. 
The lights begin to dim, and curtains fall over the tired spirit, lost within the colourless world 
of his years and memories, while a long, profound sleep starts to ‘snow’ its peace over the 
world. Contemplated from without, far from the turmoil of the world, life trails a delicate 
scented promise of light and new beginnings. 
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ASPECTS OF LIMINALITY IN BOGDAN SUCEAVA'S SHORT 

FICTION 


Mihai Ion 

Assist. Prof., "Transilvania" University of Brasov 


Abstract: This paper—an additional piece to my mosaic-like study of the Romanian literary exile 
across the Atlantic (which already comprises my scholarly contributions to the previous editions of the 
International Conference on “Literature, Discourse and Multicultural Dialogue”)—is intended as an 
exercise of applied liminality. To this end, various forms of manifestation of the anthropological 
concept of “threshold” in the short fiction of Romanian-American writer Bogdan Suceava are 
inventoried and analysed, starting with several significant stories from his debut volume (Fear of 
Twilight) and focusing more on the next two volumes (The Empire of the Late Generals and Other 
Stories and Grandpa Has Taken up French) —literary productions of undeniable artistic value. 

Keywords: exile, liminality, hybrid identity, destructuring, trickster. 


Autor de poezie, proza §i publicistica, Bogdan Suceava exceleaza in paginile de 
nuvela si roman in care feme consacrate precum iubirea, alienarea, trecerea timpului sunt 
plasate in actualitate, in pitoreasca geografte autohtona, cu episodice evaziuni in spafiul nord- 
american (vezi, de exemplu, povestirile Sensibile aplicatii, Ultimul diamant al coroanei sau 
Ireparabile din volumul Imperiul generalilor tarzii yi alte istorii). Textele abordeaza perioade 
diferite ale istoriei, explorand anormalitatile epocii ceau§iste, trecand prin clipele Rcvolutici si 
ajungand la contrastele tranzitici romane§ti. §i personajele sale acopera o varietate larga de 
tipuri recognoscibile atat in societatea romaneasca, cat §i in tnediul academic american: (arani 
simpli, copii bolnavi psihic, conducatori militari obtuzi, profesori universitari, liceeni §i 
studcnti naivi §i entuzia§ti. Asa cum semnala Sanda Cordo§ (in prezentarea volumului de 
proza scurta Bunicul s-a intors la franceza), „Subiectele, plasate in actualitate, sunt alese in 
a§a fel incat permit o buna investigare in adancime a temelor si ofera, de cele tnai multe ori, o 
deschidere a banalului spre neobisnuit §i senza|ional. Prin aceasta modalitate de lucru, 
Bogdan Suceava valorilica stranietatea (fie ea pasnica sau exploziva) a cotidianului“'. Astfel, 
realitatea traita sau doar povestita este in permanent infuzata de elementul fantastic, 
interfcrcnta vizibila §i la nivelul limbajului, asa cum semnala si Ioana Scorus in articolul 
„Matematica si literatura“: „Prin unele parti se simte influenza unui Marquez, prin altele limba 
veche romaneasca da culoare si o altfel de caldura intregului“ 1 2 . 


1 Sanda Cordo§, „Un straniu cotidian“, http://editura.litemet.ro/carte/241/Bogdan-Suceava/Bunicul-s-a-intors-la- 
franceza.html. 

2 Ioana Scorn?, „Matematica ?i literatura", http://editura.litemet.ro/carte/56/Bogdan-Suceava/Imperiul-generalilor-tarzii-si- 
alte-istorii.html. 
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Eliberat de conclitia tragica de „exilat“ (pe care scriitorii plecati din tara inainte de ’89 
au resimtit-o nevralgic), dotat cu talent literar dar §i cu rigurozitate matematica, cu deschidere 
spre fantastic §i ludic, dublata de o fina capacitate de scrutare a realului, Bogdan Suceava 
aduce in spapul literar romanesc acuratctca constructiei narative §i lipsa de afectare. 

Evolu(ia artistica a autorului decurge din creditarea maxima a actului nararii: „Am 
incercat sa spun povcsti. E genul de agenda literara care depinde foarte putin de mode, de 
simultaneitatea cu era tranzitiei (vorba lui A. Toffler) si cu momentul istoric“ 3 . Ramanand 
credincios acestei preocupari si experimentand totodata rnereu alte tehnici narative, Bogdan 
Suceava aduce cu fiecare proza a sa o formula noua, textele urmand un traseu ascendent din 
punct de vedere valoric, de la manifestarile „instinctelor“ de prozator demonstrate in nuvelele 
de debut pana la transformarea lor in literatura autentica §i perena. Autorul insu§i marturisea: 
„Faptul ca primele mele texte au fost, in cea mai mare parte a lor, nereu§ite, a fost un noroc: 
am inceput sa inval, foarte devreme. Aveam instinctul de a scrie, nu insa si $tiinta de a face 
ceva cu in spiral) a. De aceea sunt fericit cand am ocazia sa lucrez cu redactori de carte care 
§tiu foarte bine ce e de facut §i dubleaza efortul autorului cu atcnpc §i profesionalism“ 4 . 

In logica afirmatiilor de mai sus, volumul Teama de amurg (1990) cuprinde incercari 
literare privite critic mai tarziu de autor, dar prcfiiitc pentru utilitatea lor ca exerci(ii de 
crcapc: „Am exersat foarte mult. §tiam ca exersez, desi ma luam in serios. Acum stiu ca 
pentru prozator exerci(iul e extrem de important §i §tiu ca oricat de experimentat ai fi, tot se 
mai intampla sa poti rata, sa nu gase§ti tonul potrivit, sa nu gase§ti nuan|a cea mai potrivita. 
[...] Se poate intampla sa rccitcsti modificand o aceea§i pagina de mai bine de douazeci de 
ori. Mi s-a intamplat si e foarte bine a§a. §i asta e o parte a cxpericntei mele din adolescenta“ 5 . 

Volumul de debut este structurat in trei parti inegale: Descoperirea singurdtafU, 
Discurs despre cea de-a patra dimensiune §i pagini consemnand evenimentele unei §ederi 
solitare pe „o insula pierduta intre apele marii“, intitulate Jurnal de pe o insula ce nu a murit 
niciodata. 

Prima parte include un set de nuvele exploatand jocul dintre realitate si iluzie, dintre 
aparen(a si esen|a, intr-o atmosfera claustranta, din care au loc scurte §i iluzorii evaziuni in 
spa(ii imaginare. 

Talentul inca ne§lefuit al autorului iese la iveala in crearea atmosferei kafkiene din 
nuvela titulara a volumului, Teama de amurg. Scrisa „sub presiunea de nesuportat a ultimilor 
ani ai epocii comuniste“ 6 , intr-un ambient existential bantuit de „istorii ale infrangerii si 
frustrarilor“ 7 , nuvela ne prezinta povestea tragica a Pu§tiului, un adolescent labil psihic, 
bolnav de spaima ancestrala a mortii („Boala mea e teama de moarte, obsesia ca va surveni in 
amurg“). Personajul este intemat intr-un ospiciu, Parcul fara Ceasuri, o replica la scara redusa 
a socicta(i i romanesti totalitare, cu atmosfera ei opresiva, carcerala, alienanta: „Am incercat - 
se confesa autorul - sa reproduc in proza angoasa care parea sa pluteasca in aer la Uncle anilor 
’80 si pe care o exploram in fiecare secunda cu o intensitate maladiva“ 8 . In acest spa(iu 
atemporal, deconectat de la marea istorie a lumii, protagonistul cunoastc tot soiul de 


3 Bogdan Suceava, „Punand la cale istorii“, interviu acordat Angelei Furtuna, disponibil la adresa web: 
http://atelier.liternet.ro/articol/1310/Angela-Furtuna-Bogdan-Suceava/Bogdan-Suceava-Punand-la-cale-istorii.html. 

4 Vezi interviul acordat de Bogdan Suceava lui Mihail Vakulovski, disponibil la adresa web: 
http://librariagutenberg.blogspot.com/2010/05/bogdan-suceava-isi-lanseaza-cartea-la.html. 

5 Ibidem. 

6 Bogdan Suceava, „Cum am devenit scriitor“, in Distance, demoni, aventuri, cu o prefa^a de Ovidiu $imonca, Editura 
Tritonic, Bucure§ti, 2007, p. 30. 

7 Ibidem. 

8 Ibidem. 





438 


Iulian Boldea, Cornel Sigmirean (Editors) 

MULTICULTURAL REPRESENTATIONS. Literature and Discourse as Forms of Dialogue 
Arhipelag XXI Press, Tirgu Mures, 2016 
ISBN: 978-606-8624-16-7 
Section: Literature 


specimene umane, angrenate in activitap grotesc-aberante: Profesorul (bolnav de miopie 
galopanta) si Orbul, locatarii camerei 23, transformate in laborator, lucreaza „orbe§te“, la 
ordinul Centrului coordonat de kafkianul personaj E., o comanda de „ma§ti mortuare“ (aluzie 
la festivismul patriotard al regimului comunist) si „arbalete tip Wilhelm Tell“ (o parodie a 
cursei inarmarii intre cele doua Blocuri politice beligerante). Refuzul eroului de a se integra in 
sistem §i de a adera la cauza „revolu(iei“ (socialiste - se poate citi in filigran) are ca efect 
agresiunea fizica a acestuia de catre Serviciul de Supraveghere Interna (alias Securitatea), 
urmata apoi de un proces-simulacru, soldat cu pedeapsa capitala: „E clar de acum ca csti un 
spion care vrea sa ne submineze rcvolupa. La noi justipa nu se incurca cu formalita(i §i 
condamnarea ta la moarte a fost semnata acum cinci minute. Acuzapa e de inalta tradare. 
Semneaza aici“ 9 . Inainte de aplicarea scntin(ci, Pu§tiului i se acorda, drept ultima dorinta, o 
ora in care sa-§i consemneze memoriile. In final, aflam cu surprindere ca nuvela este chiar 
textul redactat cu putin timp inaintea execu(iei, devenit document clasat in Arhiva de Razboi a 
Centrului Parcului fara Ceas, cu rcstric(ie de consultare publica: „Se va citi numai cu 
aprobare“. 

In trama povcstii se intrctcs multiple „fire“ liminale. Astfel, „moartea“ (hotarul dintre 
fiin(a si nellin(a) cu pandantul ei simbolic, „amurgul“ (prag intre zi §i noapte), sunt marci 
evidente ale liminalita(ii, ale unei „treceri“. De asemenea, protagonistul nuvelei are o structura 
ambigua, hibrida (deci liminala!), glisand in repetate randuri de la uman la vegetal: „Eram 
foarte agitat si am dus mana la frunte, atingand-o cu trei degete care au semanat pentru o clipa 
cu ni§te crengi, uscate §i reci“, „Pe aici, prin degetele rnele, aud in lini§tea nop(ii cum se 
aprinde seva in flacari tainice“ etc. Nu in ultimul rand, „ospiciul“ din Parcul fara Ceas este un 
topos liminal, prin natura sa iraponala, destructurata, atemporala. 

Pentru eroina din Matasea cea neagra, o micro-nuvela la marginea dintre erotism §i 
funebru, pregatirile pentru proiectatul deces si pentru inmormantarea so(ului mai varstnic, 
pentru statutul eliberator de vaduva, devin o cufundare lenta in propriul sfarsit. Implinirea 
erotica, astcptata §i rnereu amanata este obtinuta prin adancirea in thanatos. Ideea ca intre 
dragoste §i moarte nu exista o opozi(ic, ci mai degraba o conditionarc, este fin sugerata de 
autor. Pe un spa(iu epic redus, alegand atent mijloacele §i dozand efectele, autorul insinueaza 
sentimentul neputin(ei in fa(a naturii §i socialului, ireversibilitatea temporala, senza(iile 
captivitapi, glisarea rapida a viefii spre neant. 

Colajul de texte din a doua parte a carpi pare arbitrar, lipsind coeren(a tematica si 
stilistica. Obscrva(iilc pe marginea realitapi imediate coexista cu superficial reflecpi cu tenta 
filozofica, incursiunile in lumea abstracpunilor sunt succedate de texte cu explicit caracter 
moralizator. 

Ultima parte a volumului, intitulata Jurnal de pe o insula ce nu a murit niciodata, ne 
transporta impreuna cu protagonistul ei, un omitolog hnpatimit de meseria sa §i dezabuzat de 
tumultul orasului, „pe o insula pe jumatate pustie, acoperita cu ierburi ce nu semanau cu nimic 
altceva in intreaga lor alcatuire“ 10 . Prin intermediul paginilor de jurnal - care respecta doar 
formal convcntiile genului, lipsindu-le autenticitatea si sinceritatea unei astfel de scrieri 
naratorul ne prezinta o lume aurorala, paradisiaca, suspendata in apele marii §i intr-un timp 
mitic: un topos liminal prin excelen(a. Vcgctatia este luxurianta §i exotica, iar pasarile albastre 
care populeaza insula si fac obiectul de studiu al cercetarii sunt necunoscute - semne lipsite 
de semnificant. Treptat, ca intr-o Vale a Plangerii, memoria se estompeaza, frazele jumalului 


9 Bogdan Suceava, Teama de amurg, Editura Topaz, Bucure§ti, 1990, p. 21. 

10 Ibidem , p. 57. 
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ip pierd acuratc(ca sintaxei, natura anuleaza reziduurile culturale ale individului, iar timpul 
devine ve§nicie: 

„[...] si nu-mi mai amintesc nimic despre orasul in care traisem altadata p zic poate am 
visat p ma trezesc mereu eternele naperi ale unor pasari inca necatalogate de piintclc naturii 
intr-un spapu pur ca un templu tainic in care nu exista timp pentru ca nu exista memorie 

p in care intr-o zi am sa uit sa scriu pentru ca nu cumva sa gre§esc...“ n . 

Prima abordare a speciei romanului, cu scrierea Sub semnul Orionului (1992), e 
intruchiparea unui adolescentin vis la mantuire prin „religia artei“. Cu inerente stangacii p 
excese, romanul anticipeaza totusi elementele ce vor deveni mai tarziu defmitorii pentru 
universul autorului, semnalate p de redactorii revistei Romania literara : originalitatea 
aliajului de fantezie, livresc (referirea la Borges se impune), umor, inteligen|a speculative p 
poezie ce imbraca o realitate bucurepeana familiara. 

Primele doua volume sunt considerate de autor (si nu numai) cxcrci(ii literare, etape 
necesare intr-un lung drum spre decantarea mesajului p limpezirea stilului, spre descoperirea 
„particulelor elementare ale narapunii“, asa cum rezulta din confesiunile autorului: „Adevarul 
e ca atunci cand am scris acele prime doua volume piam prea pu(in despre procesul formativ 
al artistului, dep tema aceasta e dominanta in romanul Sub semnul Orionului. E o problema 
dificila, pe care mi-am pus-o la douazeci de ani, p care, probabil, ar fi necesitat ceva mai 
multa experience de via|a. Sub semnul Orionului e o incercare de a modela p de a povesti 
devenirea artistului, ca o transformare influcntata mai mult de tragediile p frustrarile 
personale decat de §coala, formatie culturala sau de alte evenimente. Experien(a pe care am 
trait-o ulterior a fost fundamental diferita, mult mai intensa §i mai revelatoare“ 12 . 

Volumul Imperiul generalilor tarzii §i alte istorii (2002), prima culegere de proze cu 
adevarat valoroase, este compus din 18 povestiri de mici dimensiuni, pe care autorul le 
include in specia nuvelei: „Nuvela e o specialitate aparte, inrudita cu ceasomicaria, teoria 
rclativitapi, arheologia subacvatica §i tarotul“, noteaza Bogdan Suceava pe coperta IV a carpi 
sale, trasand astfel liniile directoare ale micro-nuvelelor incluse in volum: precizia §i concizia, 
relativizarea perspectivei narative, existen(a unui nivel profund de semnificapc a textului §i 
infuzia de elemente simbolice/ fantastice in banalul cotidian. Inscriindu-se in dcscendenta 
esteticii minimaliste promovate de autori precum Raymond Carver, Richard Ford, Tobias 
Wolff ori Frederick Barthelme, scriitorul romano-american §i-a marturisit preocuparea 
constants pentru sublimarea materiei epice intr-o istorie pura, rallnata, care surprinde esen(a 
naturii umane: „Am cautat sa idcntilic acel atom al narapunii, cea mai mica particula narativa, 
fragmentul care nareaza si care poate scmnifica ceva, sa exploatez la maximum potentialul 
fragmentarului, asa cum aforismul reu§e§te in sfera reflcctici. Cred ca abia cu Imperiul am 
rcu.pt ceea ce mi-am propus, §i vreme de mai bine de un deceniu am incercat, am testat, am 
studiat - particulele elementare ale naratiunii“ 13 . §lefuite si testate in laboratorul unei fantezii 
prolilicc, piesele narative ale lui Bogdan Suceava fascineaza prin varietate stilistica, alternarea 
punctului de vedere, bogapa eterogena a personajelor §i uimitoarea flexibilitate a 
coordonatelor spa|io-temporale. 

Intre copcrtilc volumului se nape o lume amalgamate, cu indivizi avand un pro HI 
social divers, de la copii, adolescenp, (arani, muncitori, ceferipi pana la studen(i, artipi, 


11 Ibidem, p. 78. 

12 Bogdan Suceava, „Punand la cale istorii 11 , interviu acordat Angelei Furtuna, disponibil la adresa web: 
http://atelier.liternet.ro/articol/1310/Angela-Furtuna-Bogdan-Suceava/Bogdan-Suceava-Punand-la-cale-istorii.html. 

13 Ibidem. 
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universitari, inventatori, savanti sau ofi(eri cu diferite grade militare. Dimensiunea temporala 
este si ea extrem de versatile, de la epoca voievodala la regimul comunist si anii tranzi(iei 
postdecembriste, la fel cum spa(iul diegetic alterneaza cadrul rural cu zone urbane ori 
semiurbane, cu litoralul utecist-nostalgic ori campusul american contemporan. 

Imperiul generalilor tarzii, nuvela titulara a volumului, este o bijuterie a epicului 
distilat pana la cscn^a. Eroul central al pove§tii - un general de armata trecut in rezerva in 
1980 §i reactivat in funcpc la Interne dupa evenimentele din decembrie ’89 - se afla, din 
punct de vedere existential, in spatiul dublu-liminal al trecerii de la un sistem social la altul si 
de la vial,a la nefiinta. Confruntat cu perspectiva sumbra a iminentei pensionari, „de data 
aceasta pentru a doua oara si pentru totdeauna“, pe care o resimte „mai cumplita decat 
moartea“ 14 , generalul concepe o schema de §antaj prin care sa-§i asigure continuitatea in 
serviciu §i chiar suportul politic necesar pentru a accede intr-o funcpc importanta (ministru al 
Apararii, consilier prczidcntial sau scf al Garzii Financiare sunt cateva pozi^ii vehiculate in 
chip de zvon de catre generalul Mihalache, „un prieten vechi, de pe vremea studiilor la 
Moscova“). Cu fiecare fraza, cu fiecare „mutare“ pe care personajul o face spre a-§i atinge 
scopul, cu fiecare reiterare a gandului ce-i bantuie obsesiv mintea, devenind laitmotivul 
trairilor interioare ale protagonistului („0 lovitura de maestru, cum nimeni altul n-ar fi 
conceput!“), nuvela acumuleaza gradat tensiuni paroxistice. 

Finalul, in loc sa ne dezvaluie rezultatul jocurilor de culise ale generalului, asa cum 
ne-am fi astcptat, ne ofera deznodamantul biografiei personajului, cand un atac de cord il 
trimite delinitiv in rezerva, un ultim gand, ironic la adresa sorfii, staruindu-i in minte: „§i ce 
combinatie fericita aveam!“. Intcligcnta epica a autorului consta tocmai in abilitatea de a sista 
povestea intr-un punct de maxima tensiune, frustrand orizontul de astcptarc al lectorului prin 
nedezvaluirea „combinatici“ an un talc de catre general inca din primele pagini ale nuvelei. 

Analizand culegerea de proze scurte ale lui Bogdan Suceava, Mona Mamulea observa, 
dincolo de varietatea temelor abordate, omogenitatea volumului „care propune o viziune 
coerenta despre om §i despre lume“ 15 . Ideea centrala in jurul careia pivoteaza majoritatea 
textelor ar fi aceea ca „orice sistem social structurat de mintea umana se dovcdestc, mai 
curand sau mai tarziu, falimentar“ 16 . Prozele surprind de multe ori momentele de fisura din 
angrenajul social, fie el pre- sau postdecembrist, autohton sau american. In plan epic, aceste 
momente sunt marcate prin inscrtia fantasticului, stranieta|ii, accidentalului in rutina victii 
uzuale: „in buna masura, funcl,ioncaza, in proza scurta a lui Bogdan Suceava, ceea ce Roger 
Caillois, in Au coeur du fantastique, numea fantastic de clivaj - o intrerupere brusca si 
eficienta a ordinii cunoscute, prilej cu care inadmisibilul da buzna in legalitatea cotidiana“ 17 . 

Aceste sfidari ale realului in numele imaginarului nu sunt, in opinia mea, altceva decat 
manifestari ale liminalitdfii, in sensul in care structuri sociale sau umane paradigmatice sunt 
subminate de evenimente stranii, supranaturale, uneori violent-tragice. Astfel, in povestirea de 
debut a volumului, Sa auzi forma unei tobe, un savant excentric pe nume Sfantul Petru, 
posesorul unei vaste biblioteci subterane cu card rarisime si inventatorul unui dispozitiv de 
captare a vibrati ilor universului, este strivit de un elefant evadat de la Circul de Stat, care abia 
i§i incheiase numarul favorit al publicului: interpretarea imnului national la tobe. Dupa cum 
conchide Mona Mamulea, „cel care isi facuse o meserie din a asculta intreg universul (§i 


14 Sunt semnificative aceste „puneri In abis“ pentru deznodamantul nuvelei. 

15 Mona Mamulea, „Bogdan Suceava - Imperiul generalilor tarzii“, in Respiro, nr. 9, 2002, adresa web: 
http://www.respiro.org/Issue9/eseu_mamulea.htm. 

16 Ibidem. 

17 Ibidem. 
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fusese chiar in stare sa prevada corect deraierea tramvaiului 40) nu a fost capabil sa auda pa§ii 
amortizap de pasla ai pachidermului citat, incheind o biografie care da ocazia unei bune 
intalniri dintre fantastic §i absurd“ 18 . Din punct de vedere simbolic, moartea protagonistului, 
un individ liminal prin accesul sau atat la cunoa§terea lumii terestre (asculta vibrapilc 
ora§ului), dar §i ezoterice (biblioteca subterana), nu este decat o moarte ritualica, necesara 
pentru saltul la un nivel superior de con§tiin(a. 

In acccasi linie a stranietapi infuzate in cotidian, a deschiderii banalului spre atipic ori 
scnzaponal, se inscrie §i urmatorul volum de „istorii“, Bunicul s-a tutors la franceza (2003). 
Aici, prozele se bucura de toata cxpcricnta autorului din colcc(ia anterioara, ca§tigand in 
dimensiunea epica, in naturalc(ca naratiunii si verosimilitatea personajelor. Dupa cum observa 
§i Liviu Antonesei in pre fata primei edipi a carpi, „Parca prozatorul e mai bine format aici, 
mai sigur pe el, parca si povestirile au mai multa «carne», adica mai multa poveste, mai multe 
detalii «rupte din via(a», adica din acelea care fac proza mai vie, mai consistenta, dincolo de 
(sau intre) liniile intrigii“ 19 . Volumul cuprinde opt „istorii“ extrem de diverse, edificate pe 
e§afodajul marilor teme ale literaturii: iubirea, moartea, nebunia, istoria, razboiul, memoria. 
Nara(iunca curge sinuos din Munpi Fagara§ in aridul de§ert saudit, din Bucure§tiul vechi §i 
nou in campusul unei univcrsitap americane, iar timpul isi schimba §i el coordonatele cu 
acccasi abilitate cu care „omul cameleon“ din Istoria de la Al Waqbah isi schimba culoarea. 

Textul cu care se deschide volumul, Celalalt asediu, ne prezinta povestea de dragoste 
imposibila dintre un student european insistent, angrenat intr-un asiduu joe al scducpci, §i 
profesoara sa dintr-un campus american, reticenta si mereu retractila in fa(a „asediului“ 
amoros. Aflam, spre final, ca sursa acestei iubiri unilaterale nu este una de natura etica, nu 
implied un tabu social, ci decurge dintr-un alt asediu cumplit la care femeia este supusa: 
cancerul. Aflata in zona de prag, liminala, a trecerii in neliinta, profesoara bolnava refuza 
orice stimuli veni(i din lumea exterioara, structurata si sanatoasa. 

In acccasi sfera a blocajului erotic se inscrie si povestirea Lumea ta, rock $iparfum de 
guave, avand in centru rcla(ia dintre un tanar §i arnica sa, alaturi de care a crescut in postura 
de confident, rol din care nu mai poate ie§i - in ciuda unor chinuitoare impulsuri de-a o face - 
de teama sa nu piarda „intimitatea aceea unica, pe care o mostenisem din copilarie“. 
Incercand sa se mentina pe grani(a din ce in ce mai fragila dintre prietenie §i iubire, eroul 
traie§te organic un sentiment liminal, ambiguu - jumatate dragoste (niciodata rostita §i 
imparta§ita), jumatate obsesie: 

„De fapt, nu m-am indragostit de ea niciodata, pentru ca in acel firagil echilibru al 
scduc(ici ceva se strecurase si lucrurile erau incurcate si parca pe veci, §i parca numai pe 
jumatate. Ne intalniseram prea devreme pentru dragoste? Uneori mi se parea ca e mai multa 
intimitate decat intre doi indragostitj, caci ne §tiam unul celuilalt §i visurile cele mai secrete. 
Era ceva ciudat, incestuos §i bizar. Imi era draga §i o doream, hni placea de ea dincolo de 
dragoste, o cautam §i aveam nevoie de ea. Dar nu ii spuneam nimic altceva. Eram acolo, de 
ata(ia ani buni, dar niciodata nu mi s-a parut ca venise vremea“ 20 . 

Spuneam anterior ca Bogdan Suceava i§i elaboreaza multe din prozele scurte dupa 
rc(cta inscrtici fantasticului, straniului, senzajionalului intr-un decor banal si ca, de fapt, toate 
aceste „supape“ prin care cotidianul comunica cu supranaturalul §i normalitatea cu bizarul nu 


18 Ibidem. 

19 Liviu Antonesei, „Un fel de prefa^a la o carte de povestiri care mi-a placut foarte mult“, prefa^a la: Bogdan Suceava, 
Bunicul s-a tutors la franceza , Editura T (Fundapa Timpul), Ia§i, 2003. 

20 Bogdan Suceava, Bunicul s-a tutors la franceza, Editura LiterNet, 2008, p. 83. 
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sunt altceva decat zone de manifestare a liminalitdfii, extrem de proteice in acest volum. 
Astfel, in Povestea cubului Rubik nebunia protagonistului (un paranoic amnezic ratacind pe 
strazile Bucure§tiului) este o stare liminala, in sensul in care acesta duce o existen|a asociala 
§i destructurata, asemeni pennutarilor aleatorii ale pieselor colorate din componenta cubului. 
Acccasi stranie abdicare de la real in numele unei „datorii de onoare“ (scrierea in franceza a 
unei autobiografii masive, menite sa restabileasca adevarul istoric) ll plaseaza pe bunicul din 
nuvela titulara a volumului in galeria fnn(elor liminale, alienate social (pe tot parcursul 
elaborarii carpi, bunicul sta incuiat in mansarda, refuza de multe ori hrana si incepe sa 
comunice cu cei din jur in idiomul lui Voltaire - fapt simptomatic pentru incapacitatea eroului 
de a se adecva „normei“ curente). Din aceea§i pleiada a liminalilor - §i poate in cea mai mare 
masura - face parte §i varul Matei, omul-cameleon din Istoria de la Al Waqbah. Fiind 
inzestrat cu abilitatea supranaturala de a lua „culoarea lucrurilor“ din mediul ambiental, acest 
straniu personaj este purtat de destin in de§ertul saudit 21 , in calitate de mecanic al 
dctasamcntului romanesc dislocat in Kuweit, unde pune la cale producerea ilicita de rachiu 
din smochine, al carui consum duce la orbirea temporara a „cincizeci §i unu militari de cinci 
nationalita(i diferite“, datorita intoxica|iei cu alcool metilic. Prolilul protagonistului se 
incadreaza perfect in arhetipul trickster- ului (figura liminala prin excelen(a): incalca atat 
granitcle fizice (are darul metamorfozei), cat si pe cele sociale (incalca toate tabuurile 
militare, creand haos), §i este dotat cu o intcligcrpa adesea malefica (copil fiind, inventeaza tot 
soiul de „masinarii balistice“ pentru a ucide pasari, iar mai tarziu, in campania din Golf, 
construicstc cazanul de palinca, in ciuda intcrdicfiei islamice cu privire la consumul de 
alcool). 

Liminala este si „fic|iunea politica“ 22 Descompunerea patriei in particule elementare , 
prin atmosfera tumultoasa §i haotica ce prefigureaza romanul Venea din timpul diez . Nuvela 
este construita pe doua planuri inegale ca dimensiune: primul, intitulat „Notele lui Mihai 
Valeanu, 16 aprilie 2006“, scris la persoana I din perspectiva personajului-narator, care 
include majoritatea momentelor subiectului, si cel de-al doilea, in care vocea auctoriala preia 
controlul §i ne livreaza deznodamantul evenimentului narat. Primul plan, cel mai consistent, 
prezinta povestea senzational-dramatica a lui Mihai Valeanu, corespondent al canalului 
RTVD din Ploicsti, care este rapit de catre o grupare paramilitara autointitulata Armata de 
Eliberare Sociala §i amcnintat cu cxccu(ia prin spanzurare. Motivul scntin(ci capitale - ne 
explica liderul gruparii teroriste - ar fi maniera tcndcn(ioasa in care personajul central a 
relatat atacul armat asupra unui complex rczidcntial din Bu§teni (fieful unor politicieni 
corup(i), prezentand acjiunea justijiara intr-o lumina nefavorabila: „«Reportajul tau de ieri 
noapte ne-a facut un mare deserviciu», mi-a spus. «Noi am fost interesati sa ca§tigam suportul 
populatiei dupa declan§area luptei noastre hnpotriva clasei politice. Or, reportajul tau a afirmat 
din primele clipe ca al ti oameni decat familiile demnitarilor au murit. Din pricina ta suntem pe 
cale sa pierdem batalia mediatica.»“ (p. 100). Avem aici contextul adecvat unui scenariu liminal: 
conflictul armat intern 23 care faciliteaza tranzitul de la „descompunerea patriei in particule 


21 Topos al „pragului“, a carui liminalitate este amplificata de contextul razboiului (vezi modelul experientelor liminale 
propus de Bjorn Thomassen). 

22 Sintagma ii aparjine lui Bogdan Suceava - vezi articolul „Cand discutam despre ficliunea politica?“, in Obsen’ator 
cultural, nr. 256, 18-24 ianuarie 2005: „[...] ficjiunea politica nu e doar «arta cu tendin(a», nu e doar conectarea noastra, ca 
scriitori, la lumea politicii (ar fi simplist sa credem asta), ci e vorba despre includerea in imaginarul literar actual a unor 
spafii unde opereaza de obicei imaginarul de natura politica. [...] Acolo e miza fictiunii politice, in momentul cand 
explorarile realitajii depa^esc frontierele realului §i ajung sa ia forma literara.“ (s.a.). 

23 „E razboi civil, trebuie sa injelegi, vremea de pace s-a terminat" (p. 101) - spune acela§i lider al gruparii teroriste, 
„razboiul“ fiind una dintre formele de manifestare a liminalitajii, confonn modelului propus de Thomassen. 
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elementare" la recompunerea ei prin asanare morala, §i care anticipeaza in chip firesc dezvoltarea 
tematica ulterioara a fictiunii lui Bogdan Suceava: romanul Venea din timpul diez, prin care 
autorul cunoa§te deplina consacrare. 
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Abstract: The literary works written by Michel Tournier and Mircea Eliade are characterized by a 
double referentiality ~ historical as well as mythical. They have a double structure having, on the one 
hand, a primary level, belonging to a profane space and time and on the other hand, a secondary 
universe, mythical and well concealed by the multitude of historical events, leading to a transcendent 
referent. In this fictional space, the sacred is revealed, but cannot be subjected to a critical 
examination by means of profane reasoning. Mythological literature encourages and maintains the 
permanent occultation of the numinous. Although projected in a historical time, Eliade’s and 
Tournier’s characters become outstanding heroes, able to transform themselves and experience the 
ontological definition of "the split level" which helps them restore the primordial order, based on the 
communication and the close relationship between people, animals, plants and heavenly bodies in an 
animated universe. During the process of ontological transformation, some of Eliade’s and Tournier’s 
characters recover their primary energy, either obnubilated or simply forgotten, while meeting their 
totem animal. By identifying with it and assimilating its subtle energies, the neophyte has access to a 
primary dimension, which he was no longer conscious of. The animal is an impetuous vital force, a 
tumultuous energy, able to cancel profane inertia. 

Keywords: mythological literature, sacred, profane, split level, animal totem, revelation, mythical 
bestiary 


Les oeuvres de fiction de Mircea Eliade et Michel Tournier sous-entendent un modele 
litteraire qui privilegie la dynamique mythique au niveau narratif. Ces univers romanesques 
sont structures par Taxe narratif decheance-salut, ce qui nous permet de parler d’une prose 
initiatique. Le propre de cette prose c’est que les actants seront incessamment orientes a la 
recuperation d’un bien qui excede le monde sensible, une quete qui les projette dans un 
espace augural, sacre. Dans le contexte imaginaire mythologique des proses eliadiennes et 
toumeriennes, l’etat de decheance ne porte pas sur un ecart des normes morales et ethiques. 
L’homme dechu souffre de Timpossibilite d’actualisation de son pouvoir etre authentique, 
mode d’etre qu’il a intimement connu et experiment^ lors de son sejour paradisiaque. La 
decheance n’est pas un etat definitif que Thomme doit subir. Celui-ci peut experimenter le 
processus de metanoia, la metamorphose ontique fondamentale qui lui permette de regagner 
ce mode d’etre premier. L’etre dans le mode dechu a perdu toute referencesacree, il est voue a 
une existence qui circonscrit une absence fondamentale. L’ontologie de la chute exige un 
parcours existentiel incomplet, approximatif, qui se deroule sous le signe d’un manque 
constitutif, primordial. Les evenements historiques, amputes de leurs sens transcendants 
emprisonnent Thomme dans une referentialite strictement sensible. L’homme eternel devient 
le prisonnier de Thomme temporel. Le sujet souffre d’une amnesie saugrenue, un etrange 
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oubli de l’etre s’est empare de lui. Cet oubli est un evenement de l’etre lui-meme, comme 
destin. En vertu de l’ontologie de la chute, l’etre lui est cache, il est camoufle, mais il n’est 
jamais detruit. C’est pourquoi on ne lui prete plus attention, on le neglige et meme on le nie. 
La chute se definit par des relations humaines, a soi-meme et aux autres, fausses, incompletes. 
Dans ce changement de mode d’etre, l’homme perd toute reference a son etat paradisiaque en 
subissant les consequences de la decheance : l’oubli de l’etre, le temps historique, la mort, 
l’errance, l’inauthenticite, la dechirure, l’ignorance. La quete initiatique vise la recuperation 
de ce mode d’etre augural. Revenir a l’etat edenique c’est saisir la signification des relations 
dans leur pertinence sacree primordiale, traverser et assumer le dedale semantique de 
l’existence. Dans les univers fictionnels crees par les deux auteurs, l’homme mene une 
existence paradoxale qui suppose deux niveaux ontologiques apparemment contradictoires : 
faire l’experience du monde temporel, se plier aux rythmes de l’histoire, dynamique alienante 
dont la finalite est la mort, d’un cote, et de l’autre, regagner le niveau mythique, tremplin qui 
lui permet de retrouver sa nature profonde et authentique. Puisant dans diverses sources 
traditionnelles, religieuses ou folkloriques, nous retrouvons reactualises dans leurs proses des 
mythes tels : le Paradis perdu, l’Androgyne, la Chute et le Paradis perdu, les mythes 
eschatologiques, l’eternel retour, etc. 

Present dans les traditions archa'iques, le totemisme considere qu’entre les humains et 
les animaux ou les plantes, il y a un une resonance subtile et ineffable, l’etre humain etant a 
meme d’emprunter quelque chose de leurs energies profondes et de leur mode d’etre, grace a 
un processus d’initiation qui bien des fois prend l’aspect d’un repas sacre ou l’animal totem 
est sacrifie et consomme. Dans la logique archa'fque et mythique, l’entite animale ou 
herboristique fonctionne en tant qu’Ur-Mutter, elle incarne l’energie d’un dieu. L’homme qui 
arrive a s’identifier intimement avec l’animal (ou la plante, selon le cas) a acces aux energies 
divines qui l’habitent et se transforme lui aussi en depositaire de ces forces. Il arrive a les 
maitriser et re^oit le pouvoir sur l’espece animale en question. Il existe une relation 
d’appartenance entre le neophyte et son « ame de la brousse ». Jung s’est arrete dans ses 
travaux sur cette problematique des relations de l’homme a son totem. Il y parle de l’existence 
de « l’ame de la brousse » et de la dynamique qu’elle entretient avec l’homme : 

« L’ame de la brousse s’incarne dans un animal sauvage ou dans un arbre, qui ont 
alors avec l’individu humain une sorte d’identite psychique....Si l’ame de la brousse est celle 
d’un animal, l’animal est considere comme une sorte de firere de l’homme. Par exemple, un 
homme qui aura pour frere un crocodile peut, en toute securite, nager dans une riviereinfestee 
de ces animaux. Si l’ame de la brousse est un arbre, on supporte l’existence d’un lien filial, 
tout mal fait a l’ame de la brousse atteint egalement l’homme 1 » 

Cette relation privilegiee de 1’homme avec l’ame de la brousse est presente aussi dans 
quelques-unes de proses eliadiennes et toumeriennes, dont nous avons deja souligne la 
structuration mythologique. Les historiens de religions insistent sur le fait que le totem est 
revele au sujet humain au cours de l’observance d’un rite de passage. 

Dans Vendredi ou les Limbes du Pacifique la transformation solaire du heros naufrage 
estsignalee par la chasse et le repas rituel du bouc Andoar. Dans son ouvrage, De Zamolxis a 
Gengis-han, Mircea Eliade consacre une analyse a la presence symbolique du bouc 2 . Animal 


‘C.G. Jung,(sous la direction), L 'Homme et ses symboles, Robert Laffont, Paris, 1964, p.24 

2 Mircea Eliade ,De Zamolxis a Gengis-han, chapitre 4, Payot, Paris, 1970 
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de chasse, il represente en meme temps, un guide spirituel, qui revele a l’homme Tissue d’une 
situation critique. II incarne Tenergie necessaire a Taide de laquelle le neophyte peut 
surmonter Tinertie tellurique. Ses vertus transformatrices sont suggerees dans le roman de 
Michel Toumier par Timage ou la peau de Tanimal sacrilic est transfonnee par Vendredi en 
cerf-volant. Le tellurique est magnifiquement sublime pour gagner le registre celeste, ce qui 
annonce le processus de changement ontique que Robinson va subir. 

Dans Le Roi des Aulnes, le voyage initiatique d’Abel Tiffauges commence 
symboliquement par le repas rituel de ses pigeons voyageurs. Dans le registre mythologique, 
Tacte de manger engendre des consequences ontiques dramatiques, il se produit une 
contamination fortede T actant avec un rnonde completement different de celui ou il etait 
insere, un lien fatal s’etablit entre celui-ci et cet espace dont Tattirance est fatale. N’oublions 
pas Thistoire de Persephone, qui meme apres les demarches de sa mere Demeter aupres de 
Zeus, ne peut plus revenir defmitivement pres d’elle,a force d’avoir mange une grenade 
provenant de Tempire des ombres. Son etre profond est contamine et perverti par son acte de 
manger un fruit qui renferme quelque chose de Tenergie infemale, qui Toblige d’etre avec ces 
realites sombres. Dans Le Roi des Aulnes, le repas des trois pigeons est un elevatio, acte 
eucharistique par lequel Abel Tiffauges s’impregne de Tenergie celeste de ces oiseaux, il 
participe de la sorte a cette realite ontique, il s’y projette: 

« La premiere nuit, il avait mange seul Tun des trois rotis. Il etait persuade qu’il 
s’agissait du pigeon d’argent. Question de poids, sans doute, mais aussi d’un certain gout non 
sans affinite avec Todeur habituelle de Toiseau vivant. Les deux autres rotis lui permirent non 
seulement de ne pas souffrir de la faim qui tenaillait ses camarades, mais aussi de nourrir son 
ame en la faisant intimement communier avec les seules creatures qu’il eut aimees depuis six 
mois 3 . » 

Les pigeons et le chiffre trois circonscrivent fortement le symbolisme chretien. La 
Trinite chretienne affirme Texistence d’un seul Dieu en trois personnes : le Pere (la 
puissance), le Verbe (Tintelligence), le Saint-Esprit (Tamour). Le Saint-Esprit est represente 
en tant que colombe. L’ensemble ternaire est bien present dans d’autres traditions religieuses 
ou systemes philosophiques. Il represente soit des manifestations de la puissance divine, soit 
des forces primordiales hypostasiees ou des faces du Dieu supreme. Le vol et la colombe sont 
devenus des representations consacrees du Saint-Esprit. Dans la nouvelle Uniformes de 
general, Eliade fait usage de l’image d’un pigeon blesse par les gens - symbole du manque de 
foi d’une humanite qui a oublie ses origines sacrees - qui est ramasse et soigne par Vladimir 
Iconaru. Le commencement des preoccupations colombophiles de Tiffauges est 
symboliquement signale par Tapparition d’un pigeon argente qui se porte au-dessus de sa tete. 
«Il eut la sensation vague qu’un eclat argente venait de sillonner le ciel au-dessus de sa 
tete 4 ». Cette theophanie paracletique rappelle de maniere transparente celle biblique : la 
descente du Saint-Esprit sous forme de colombe au-dessus de la tete de Jesus Christ au 
bapteme du Jourdain. Elle pourrait aussi etre associee a la colombe volant au-dessus de la 
coupe du Saint Graal, image qui prefigurerait la fin du roman quand Tiffauges lui-meme se 
transfonne en vase sacre, le porteur du Christ. 

Trois sont les grands parcours initiatiques de Tiffauges, symbolises par les trois 
espaces forestiers ou le heros connaitra des bouleversements existentiels et des tournants 


3 Michel Tournier,Le Roi des Aulnes, Gallimard, Paris, 1970, p.210 

4 Michel Tournier, Le Roi des Aulnes, Gallimard, Paris, 1970, p.194 
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significatifs : le bois pres du camp de Moorhof, le bois de Rominten, le bois du chateau de 
Kalterborn. Chaque nouvelle etape initiatique de Tiffauges commence in selva oscura. 
Tiffauges doit assumer les trois cercles initiatiques, suggeres par les trois bois. Observons 
qu’a chaque etape du parcours initiatique de Tiffauges correspond le tandem avec un animal. 
Dans chacun de ces espaces, les animaux pretent au heros leurs pouvoirs et leurs traits afin 
qu’il puisse surmonter des epreuves specifiques. Les animaux sont dans ce contexte 
mythologique des forces et des principes cosmiques. Par les relations totemique qu’il etablit 
avec les representants animaux des trois cercles, Tiffauges cumule les attributs des trois 
dimensions : celeste (les pigeons), terrestre et infernale (Telan, le cerf et le cheval - ces 
derniers sont consideres des animaux ambivalents, solaires et chtoniens). Apres la rencontre 
avec les pigeons, il s’ensuit la rencontre avec Telan, puis avec le cerf. Dans les traditions 
chretiennes, musulmanes, maya, le cerf et Telan sont des animaux associes a TArbre de la Vie 
en raison de Tanalogie entre la couronne de Tarbre et leurs bois. La pensee mythologique 
considere que Torganisation du monde est tripartite. Le symbolisme de TArbre du Monde est 
une quintessence de cette structuration. Les racines sont mises en relation avec le monde 
chtonien, infernal, demoniaque, le tronc represente le monde terrestre, median, receptacle des 
principes celestes et infernaux, enfin la couronne de Tarbre renfenne un symbolisme celeste, 
meta-physique. 

Mircea Eliade, dans son Histoire des croyances et des idees religienses, attire 
Tattention sur le symbolisme archa'ique du cerf, remarquable par sa complexite. En appuyant 
son argumentaire sur Tirnage du Seigneur des animaux, representationdecouverte dans la 
Grotte des Trois Freres, en France, il avance Thypothese que Cernunnos, le dieu-cerf, 
pourrait etre interprets comme un dieu regnant sur tous les animaux, le Seigneur des 
Animaux 5 . Il est associe a l’idee de renovatio, d’immortalite, en raison de renouvellement 
periodique de ses bois. En meme temps, il est animal psychopompe, il raccompagne les ames 
des morts dans le monde d’au-dela, espace dont il connait les lois. Dans son ouvrage, Le 
Cercle du Monde, Alexandr Hartley Burr, analysant plusieurs cosmogonies amerindiennes, 
identifie le symbolisme lumineux du cerf: ses mugissements annoncent Teparpillement des 
tenebres et T installation de la lumiere. 

Tout ce symbolisme complexe peut etre retrouve dans le parcours du personnage Abel 
Tiffauges. Dans sa catabase, apres avoir assimile le principe celeste, symbolise par le repas 
des pigeons, Tiffauges continue son periple par la rencontre avec Telan aveugle (Tisotopie 
avec la myopie de Tiffauges est transparente), puis avec le Candelabre de la foret de 
Rominten. La rencontre avec Telan aveugle a comme effet une sorte d’anamnese concernant 
les origines et Tidentite du heros. La premiere rencontre avec Tanimal eveille chez Abel « la 
conviction qu’il avait toujours eue de posseder des origines immemoriales, une racine en 
quelque sorte qui plongeait au plus profond de la nuit des temps 6 ». 

Il period Tanimal comme « une bete a demi fabuleuse, qui paraissait sortir des 
grandes forets hercyniennes de la prehistoire 7 » 

Le cheval est en lui-meme un animal ambivalent, cumulant des attributs chtoniens et 
ouraniens. Jung, dans Psychologie et Alchimie voit dans le cheval un symbole de Tinconscient 
ou du psychisme non humain. Durand, quant a lui, dans Les structures anthropologiques de 


5 Mircea Eliade, Histoire des croyances et des idees religieuses, tome II, Payot, Paris, p. 137, article 171 

6 Michel Tournier, Le Roi des Aulnes, Gallimard, Paris, 1970, p. 189 

7 Ibidem 
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l ’imaginaire, souligne la primaute du symbolisme chtonien, le cheval infernal etant en liaison 
soit avec les constellations aquatiques, soit avec les enfers, soit avec le temps. Ce n’est que 
plus tardivement qu’il se produit une contamination avec les rnythes solaires, le cheval 
recevant ce symbolisme ouranien. L’arrivee de Tiffauges a Kalterborn, chevauchant le Barbe- 
Bleu, le noir coursier gigantesque, annonce le processus de diabolisation du personnage. 
Empruntant a son agent phorique son capital infernal, il se transforme en Ogre, enlevant les 
enfants afin de les installer dans les ecoles nazies et de les faire sacrilicr de la sorte a l’Ogre 
nazi. L’ambivalence du coursier noir est prouvee par le fait qu’il devient aussi agent salvique, 
au moment ou Abel sauve l’enfant juif. Dans le Pont, la nouvelle eliadienne, la relation 
homme cheval est deguisee en homme-motocyclette. Le messager du monde divin monte et 
remonte une colline, chevauchant non un coursier mais une motocyclette. Dans la merne 
prose, un autre conteur nous avertit que le lieutenant de chevalerie qui s’interesse a la 
philosophic hindoue, se plait a rentrer a cheval chaque soir. Le futur mari de la geante 
mythique Oana, fait son apparition en chevauchant deux chevaux, a cause de sa taille 
immense. L’image infemale du cheval est presente dans le recit Mademoiselle Christina : le 
fiacre qui amene le revenant du monde des esprits dans le monde des vivants est tire par deux 
chevaux, presences receptacles des energies chtoniennes. Leur apparition paralyse tout ce 
qu’il y a de vivant: Nazarie, le docteur, les arbres et les plantes du jardin. 

Remarquons le grand nombre d’animaux fourmillant autour d’Abel Tiffauges. Le 
heros tournerien porte le meme prenom que le personnage biblique, Abel qui etait berger. 
Tous deux entretiennent un commerce subtil avec les animaux d’ou tout ce riche bestiaire. A 
la fin du roman, quand la revelation se produit, toutes ces energies animales seront integrees 
et assimilees et le bestiaire terrestre se transforme en bestiaire celeste, signe que Tiffauges est 
en train de s’installer dans un mode d’etre plenier, d’essence divine. 

« Sur sa tete, le grand bestiaire sideral tournait lentement dans le cirque du ciel autour 
de TEtoile polaire. La Grande Ourse et son Chariot, la Girafe et le Lynx, le Belier et le 
Dauphin, l’Aigle et le Taureau se melaient a ces creaturessacrees et fantastiques, la Licorne et 
la Vierge, Pegase et les Gemeaux. Tiffauges cheminait avec une lenteur solennelle sentant 
confinement qu’il inaugurait une ere absolument nouvelle en accomplissant sa premiere 
astrophorie. Sous le grand manteau, Tenfant Porte-Etoile remuait parfois les levres, 
prononcant des mots dans une langue inconnue 8 .» 

Le serpent ou le poisson sont egalement consideres comme des animaux totemiques. 
Dans Dix-neuf roses, Vladimir est l’homme poisson. Maitre-nageur il aime decouvrir des 
eleves extremement doues pour la natation. En usant des exercices d’anamnese, il reactualise 
un savoir aquatique bloque par l’oubli. S’il reconnait ces vertus ancestrales, c’est que lui- 
meme il connait ce langage qui lui vient de la nuit des temps. D’ailleurs, les personnages qui 
parlent de ses qualites extrahumaines, soulignent qu’il ne devoile jamais ses dons dans des 
circonstances inauthentiques, il ne le fait pas dans une piscine (les eaux habitant un tel espace 
sont mortes, perverties) mais dans une riviere ou mieux que cela, en mer, car il s’agit d’une 
eau qualitativement differente, animee par les courants, symbole de l’eau vivante. Si les eaux 
de la piscine, sont stagnantes, associees a la mort, les eaux de la mer sont mouvantes et 
habitees par des etres vivantes. Dans « «Devin en pierre », Adriana recoil les attributs d’une 
sirene qui regne sur le domaine aquatique. 


Ibidem, p.471 





449 


Iulian Boldea, Cornel Sigmirean (Editors) 

MULTICULTURAL REPRESENTATIONS. Literature and Discourse as Forms of Dialogue 
Arhipelag XXI Press, Tirgu Mures, 2016 
ISBN: 978-606-8624-16-7 
Section: Literature 


Gilbert Durand, dans Les structures anthropologiques de I’imaginaire, rappelle a quel 
point le symbolisme du poisson remonte loin dans le passe et apparait dans les mythologies 
les plus eloignees dans le temps et dans l’espace. Le dieu egyptien Noun est surnomme le 
Seigneur des poissons et il est le responsable de l’element aquatique primordial. Dans les 
mythologies hindoues, Vishnou prend l’aspect d’un petit poisson, Mathsya, qui assume des 
velleites salviques dignes d’un Noe vedique. Jung est aussi fort interesse par ce symbolisme 
ichthyologique et l’associe a Melusine, symbole ambivalent du subconscient. Mais le 
symbolisme du poisson renvoie aussi a Jesus Christ qui est represente en tant que poisson. 
Dans les traditions gnoseologiques, il est connu sous l’appellation de Christ ichtus. 

Le serpent, a son tour, est tres present dans les religions et les traditions archa'iques. 
Son symbolisme complexe et fort, est ambivalent. Dans la mythologie vedique il prend 
l’aspect d’un cobra a mille tetes, Ananta, qui porte le dieu Vishnu, tous deux flottant 
immobiles sur l’Ocean primordial. Dans les cosmogonies egyptiennes, le serpent Atum 
entoure l’oeuf primordial qui renferme l’Oiseau de la lumiere. Le serpent est tres present dans 
la mythologie grecque. Zeus se transforme en serpent pour seduire Persephone et de cette 
union resulte Dionysos. Apollon tue le serpent Python qui se rend coupable d’avaler chaque 
soir l’astre du jour pour le cracher le lendemain a l’aube. Le caducee d’Hermes est entoure par 
deux serpents, symbolisant la coincidentia oppositorum, le depassement des contradictions. 
La mythologie grecque attribue au serpent des vertus medicales, Cassandra et son jumeau ont 
re$u le don de prophetie a la suite de 1’intervention de quelques serpents envoyes par Apollon 
lui-meme. Cette operation les rend aptes a saisir l’invisible. Dans la cosmogonie 
babylonienne, la deesse Tiamat se transforme en dragon qui sera tue par le heros Marduk. 
Marduk cree l’univers postdiluvien en se servant du corps du monstrueux reptile. Enfin la 
presence la plus familiere pour notre espace culturel, reste le serpent biblique qui tente Adam 
et Eve. Il faut envisager aussi sa capacite de renouvellement periodique, ce qui renvoie au 
renovatio cosmique, il devient de la sorte, symbole du temps cyclique, l’Ouroboros. Apres ce 
periple mythologique, concluons que le serpent cumule des attributs celestes, terrestres et 
infemaux, reliant les quatre elements de la nature : la terre, l’eau, le feu, Pair dans une 
presence unitaire. 

Conscient de tout le potentiel mythique qu’il vehicule, le serpent apparait assez 
frequemment dans les proses eliadiennes. Dans Minuit a Serampore le serpent est l’agent qui 
declenche l’egarement des personnages dans le temps labyrinthe. Il s’agit du dieu serpent 
Sarpa Raja, l’esprit endormi du monde, que l’homme ne doit pas deranger, car par son 
intrusion il provoquerait des perturbations temporelles ayant des consequences desastreuses 
pour l’humanite entiere. Reveiller ce serpent sacre voudrait dire aneantir le temps et l’espace 
actuel et faire tout revenir a la nuit du non-etre, d’avant la creation du monde. Dans la foret 
indienne, Bogdanof repete de maniere obsedante a ses camarades, de faire attention a ne pas 
reveiller les serpents, il prie Dieu de ne jamais rencontrer les serpents. Le periple des 
personnages dans la foret indienne est redouble par un fort sentiment d’angoisse, le paysage 
tenebreux et les histoires de Bogdanof sur les serpents rendent la tension de plus en plus 
insoutenable, prefigurant un evenement exemplaire. La presence invisible du serpent 
engendre le sentiment de tremendum. La presence numineuse du dieu est signalee par un fort 
sentiment de peur. Finalement les personnages se retrouvent bascules dans une autre 
dimension spatio-temporelle, ils ont 1’impression de vivre un cauchemar auquel ils ne 
parviennent pas a mettre fin. Cette hierophanie, qui est dramatiquement vecue par les heros, 
est expliquee a la fin du recit par un autre personnage, un yogi initie, Swami Shivananda. Il 
leur fait comprendre l’etrange evenement qu’ils ont vecu par le biais de la philosophic 
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indienne du temps maya : la vie n’est qu’une illusion et tous les humains ne sont que les 
prisonniers ignorants de cette dynamique infemale. La creation cosmique pourrait etre 
comprise comme un jeu engendrant des formes illusoires que les hommes, victimes de leur 
ignorance, ne reconnaissent pas en tant que telles et qu’ils prennent trop au serieux. 

Andronic, le heros de la nouvelle Andronic et le Serpent est un avatar (avatara - 
incarnation divine) du principe primordial. Apparition etrange et fascinante sur le chernin du 
milieu de la foret que les citadins traversent pour aboutir au monastere de Caldarusani ou ils 
veulent passer la nuit, il trouble Dorina des la premiere rencontre. Sa nature ophidienne 
ambivalente attire et rejette. Attire ceux qui ont les competences surhumaines de participer au 
grand jeu divin qu’il entamera vers minuit, rejette les obtuses, les insensibles au miracle, ceux 
qui souffrent d’une tragique cecite qui rend inutile le voisinage du numineux car insaisissable, 
ceux qui sont « loin de la bergerie » pour reprendre les dires d’Eliade. Son regard hypnotique 
est qualifie par Samoila de demoniaque. 

Les allusions concernant sa nature divine sont transparentes, il declame son identite 
profonde, metaphysique, des le debut mais le groupe de citadins n’est pas capable de realiser 
un decryptage correct, parce que la referencialite transcendante est absente ou occultee. 
« Sergiu Andronic, je suis aviateur, enfin presque aviateur» 9 car, continue-t-il, «[...] j’apprends 
a voler. Vous ne devez pas croire que je peux voler tout seul» 10 * . Et nous traduisons : « Je ne 
vole qu’avec quelqu’un d’autre ». Il avertit explicitement sur sa nature celeste potentielle et 
sur le fait que pour pouvoir l’actualiser, (« voler »), il ne peut pas etre « seul », il lui faut la 
personne qualifiee pour l’accompagner dans cet elevatio. C'est-a-dire recomposer 
l’androgyne, retrouver le feminin soumis a une malediction vieille de plusieurs siecles. Celle 
qui soit a meme de supporter sa nature ophidienne, terrible, sans s’en epouvanter, mais par 
contre l’aimer. Il continue « n’ayez pas peur de mes amis, quand je vais vous les presenter. 
Ils sont tous affreux. Je ne pourrais pas meme vous dire a qui ils ressemblent, pour que vous 
en soyez avertis quand vous allez les rencontrer » u . Et quand ils arrivent au monastere : « ils 
sont entres sous la terre. » 12 L’hermeneutique pratiquee par Liza est horizontale, ignorant tout 
parametre sacre, elle prend seulement en compte l’analyse des apparences, les 
vetements « elegants, bien tailles » son discours et de son attitude nonchalants. Le resultat de 
son interpretation est evidemment mediocre: il situe Andronic dans le beau monde 
bucarestois : un jeune homtne de bonne famille, ayant l’usage du monde. 

Comme il exerce un magnetisme indelebile sur les autres, digne de l’espece 
ophidienne, il restera a cote de ses nouveaux amis qu’il invite a participer a un jeu dont il est 
le seul a connaitre le but. Les autres le prennent pour un jeu de societe. A minuit, il les fait 
s’asseoir en cercle et dirige lui-meme ce pretendu jeu. Il entame sa demarche par l’invocation 
d’un serpent qu’il fait venir au milieu du groupe par la force de la magie. Un grand serpent 
noir apparait a l’incantation d’Andronic et se plie humblement a sa volonte, il lui obeit comme 
a un maitre. Le noir du serpent symbolise les forces chtoniennes. Le serpent est sollicite afin 


9 Eliade, Mircea, « Sarpele », in Proza fantastica, tome I, Editions Fundatia cultural romana, Bucarest, 1991, p. 161 (notre 
traduction) 

10 Ibidem 

"Ibidem 


"Ibidem, p.189 
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d’aller chercher son epouse. Parmi toutes les femmes presentes, Dorina est l’elue. Quand le 
serpent se dirige vers elle, la jeune fdle a Timpression que le serpent aspire son souffle, c’est 
un geste symbolique qui rnontre que dans les dimensions sub tiles les noces mystiques ont deja 
eu lieu. L’androgynie primordiale a ete recuperee. Mais il faut absolument qu’elle se realise 
aussi dans la dimension des formes materielles, car les corps eux aussi doivent s’ennoblir et 
subir la transmutation. 

Andronic rnontre une familiarite extraordinaire avec les dimensions celestes, fait 
prouve par la communication avec les oiseaux qui Taccompagnent dans la foret, ils viennent 
s’asseoir sur son bras et lui, il leur parle tendrement et les envoie au coucher. L’oiseau 
symbolise la dimension surhumaine, angelique. Dans les croyances roumaines, on dit que 
celui qui a mange du serpent, en est protege et re?oit le don de parler la langue des oiseaux. 
Metamorphose tout a fait pertinente, en relation avec T episode biblique: en tant que gardien 
de Tarbre de la connaissance, le serpent detient lui aussi le savoir. La consubstantialite avec 
Thomme transfere en celui-ci toutes ces connaissances en lui permettant l’acces a ce niveau 
surhumain. Nature ambivalente, le serpent a acces aussi au monde souterrain. Nous apprenons 
alors une histoire bien ancienne, celle de la belle fille de boyard, Arghira, amenee au 
monastere, morte dans des conditions suspectes et enterree dans les caves. Les moines ne se 
rappellent plus cette histoire, Andronic est le seul qui la sache et la raconte. Dans le reve 
collectif qu’Andronic induit, Dorina a la revelation de sa vraie identite: elle est Arghira, 
Tepouse morte du serpent. Dans ce jeu, chacun des heros est appele a transcender son niveau 
ontologique, a bruler les tenebres infernales qui le maintiennent loin de son etre solaire. Ils ont 
tous cette chance de se retrouver face a face avec la presence numineuse, mais il n’y a qu’un 
elu. Dans ce puzzle divin c’etait Dorina qui manque. C’est elle seule qui reussit a comprendre 
la signification du jeu, qui passe par tous les espaces symboliques, qui descend dans les 
abimes de Tirrationnel, qui accepte la logique de la quete en reconnaissant les signes du sacre. 
Et tout cela parce qu’elle reconnait le scenario, qui est le denouement d’une histoire entamee 
quelques siecles auparavant. Les autres ne sont que des observateurs passifs a cette 
hierophanie, parce que ce n’est pas leur histoire. Ils sont firoles par l’aile de Tange, et cela 
peut-etre pour les rendre familiers avec ces dimensions transhistoriques, afin de les preparer a 
leur propre rencontre avec Tinvisible. 

Du bestiaire mythologique eliadien et tournerien fait partie egalement le chat. Animal 
tres present dans les mythologies, venere par les Egyptiens, il revet un symbolisme 
ambivalent. En Egypte ancienne, le chat representait la deesse Bastet, connue comme 
bienfaitrice et protectrice de Thomme. Dans la mythologie allemande, le char de la deesse 
Freyja etait tire par ses chats. Les yeux du chat ont ete associes a la lune. En Egypte, le chat 
est considere un animal tres resistent. Dans Tespace traditionnel roumain on dit que le chat a 
neuf vies. Dans d’autres contextes mythologiques, il est considere visionnaire. Le mot 
egyptien «Mau» signifie chat et voir. Le chat etait employe pour la magie blanche, dans le but 
de guerir les affections des yeux. On croyait egalement que le chat etait Tantidote du venin de 
serpent et pouvait empecher Taveuglement. Il est le grand chasseur qui chasse la souris du 
diable. En Chine les talismans aux chats servaient a la protection des maisons. Une legende 
chretienne d’Aix en Provence considere que simultanement avec Tincamation du Verbe, dans 
la meme creche avec Jesus, un chat est ne. Le chat representerait done, le double animal de 
Jesus Christ. 

Chez les deux ecrivains, le chat apparait comme un animal mystagogue. Dans le recit 
«Amandine ou Les deux jardins»,le chat Kamicha est le guide qui fait entrer la petite 
Amandine dans «un autre jardin» dans un autre mode d’etre. Elle quitte le jardin de son pere, 




452 


Iulian Boldea, Cornel Sigmirean (Editors) 

MULTICULTURAL REPRESENTATIONS. Literature and Discourse as Forms of Dialogue 
Arhipelag XXI Press, Tirgu Mures, 2016 
ISBN: 978-606-8624-16-7 
Section: Literature 


ordonne et rassurant, pour decouvrir un autre jardin, regne par le chaos vegetal, sauvage, un 
peu inquietant mais fascinant par la multitude des possibility qu’il renfenne. Au debut du 
recit, enfant et chat ont en coinmun l’etat d’androgyneite. Jusqu’a ce qu’un jour, quelque 
temps apres le periple qui fait decouvrir le jardin a Amandine, le chat affiche son genre: son 
ventre de plus en plus rond montre clairement qu’il s’agit d’une femelle. La H1 le sera conduite 
par cet animal a decouvrir l’univers feminin. Dans la prose eliadienne, le petit gar$on 
Brandus, qui a presque le meme age qu’Amandine, (ils cotoient tous deux l’adolescence), est 
initie par le chat Basile dans les secrets mysterieux de la vie, qui suppose une chaine 
d’epreuves et d’obstacles a surmonter. Un chat qu’on dirait venu tout droit de la mythologie 
egyptienne, car il se laisse descendre sur le tuyau de la cheminee sans avoir peur des braises 
ardentes. II rappelle l’image du dieu egyptien qui prend l’aspect d’un chat en flammes et tue 
le dragon Apophyse. Eliade l’associe au meme symbolisme, a la maitrise du feu, symbole des 
epreuves difficiles qu’il doit passer dans la vie. Ce sont deux initiations, deux rites de 
passages qui marquent la fin de l’enfance et l’entree dans un autre temps. Pour ce faire tous 
deux doivent avoir les instruments, les reperes necessaires pour assumer cette nouvelle etape 
de leur vie. Le petit garcon s’apprete a devenir heros, la petite fllle s’apprete a devenir femme. 
Simone Vierne dans son ouvrage Rite, roman, initiation fait la difference entre la specificite 
de l’initiation feminine et celle d’un garcjon : dans les initiations feminines, la transformation 
a un caractere « naturel» qu’il faut assumer. Au contraire, pour les garcons, l’initiation 
comporte 1’introduction dans un monde qui n’est pas immediat: le monde de l’esprit et de la 
culture)) 13 
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Abstract: Even if transition from the socialist realism to real literature was achieved, in the beginning, 
partially and ideologically filtered, libraries have managed to get works that will cause dramatic 
changes in the evolution of Romanian literature. The immediate consequences of these changes will be 
seen not only in re-professionalisation of higher education, but also in the immediate synchronization 
of the techniques of creation, making again place, after a considerable interruption, to the 
experimental literature. 

Keywords: socialist realism, Romanian literature, experimentalism, synchronization 


Chiar daca tranzi|ia de la realismul socialist la literatura adevarata s-a realizat la 
inceputuri partial si filtrat ideologic, au reu§it sa patrunda in biblioteci lucrari ce vor 
determina schimbari spectaculoase in cvolupa literaturii romane. Consecintele imediate ale 
acestor schimbari se vor vedea in reprofesionalizarea invatamantului superior, dar §i in 
sincronizarea imediata a tehnicilor de crcapc, facandu-se din nou loc, dupa o considerabila 
intrerupere, experimentului. 

Acesta necesita o disc up c aparte. Experimentul, prin natura sa, presupune o fortarc a 
canonului §i inflameaza articulapa dintre inovapc si traditie. Indeobstc, in rnarile literaturi, el 
chiar rcu^cstc sa determine un rastimp de ruptura; inainte, fircstc, de a se canoniza la randul 
sau. Cazul literaturii romane este unul aparte. Ca “hinterland” al marilor “vortexuri” de idei, 
ca spapu de reverberari si, in acclasi tirnp, de asincronii mimetice, ca literatura de import cum 
ar veni, fara nici o peioratic, dar nici eufemie, aceasta nu-§i poate aroga pozipi de avangarda, 
cu cxceptia avangardismului insu§i, probabil. Experimentul romanesc confine perpetuu o 
compozipc alchimica, atipica, o conciliere a contrariilor. Experimentul romanesc este 
experiment doar la el acasa §i presupune continuu si nesmintit mixtura reactiva a inovatiei §i 
traditiei. Monica Spiridon crediteaza din perspective generos optmista experimentul, 
limitandu-i funciaritatea de imprumut, in context romanesc, doar la pliul istoric format intre 
literatura dogmatica §i cea estetica. Vorbind despre decalajul de sincronizare dintre poezie §i 
proza, la debutul dezghepdui, in viziunea sa, poezia beneficiaza de un avans considerabil pe 
creasta experimentala. Or, cum s-a vazut mai inainte, nu se poate vorbi de inovapc, in 
momentul istoric mcnponat, ci doar de o reluare a mai vechilor deprinderi moderniste, §i de o 
racordare saizccista in inocen^a, lipsita de suport teoretic actualizat. Iar poezia nu poate fi, in 
nici un caz, suspectata de elanuri experimental in contextul istoric dat, ci la fel cu proza, de 
reluare, ca sa folosim expesia lui Mircea Martin. In privin^a prozei, comparatista gase§te un 
termen adecvat, “aclimatizarea”, insa absolut aplicabil si poeziei: “Poezia §i proza n-au avut 
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intotdeauna acecasi varstS culturalS. Anomalia absolutS, care a fost revolupa culturalS din 
deceniul proletcultist, a fost urmatS de incercSri de recuperare mascatS a tradipci modern itSpi 
interbelice, dacS putem sS-i spunem asa. Proza a intrat mai direct in vizorul puterii, §i 
controlul asupra ei a fost mai clicient §i mai strict. (...) Dogma formalS §i tematicS a 
realismului (cu determinantul initial: socialist) dominS terenul, reducand inovapilc la 
experience narative timide, avand ca rezultat aclimatizarea unor tehnici romancsti cu circulate 
curentS dincolo de Cortina de fier” 1 . De§i cruptlS de controlul asiduu al puterii, poezia 
§aizecistS nu-§i poate aroga experimentul, impartasind acelafi regim de “aclimatizare” ca si 
proza. Pornind de la opinia ca experimentul literar romanesc trebuie asezat intre ghilimelele 
prudente ale importului, considerSm ca sub stanza sa inaugurals trebuie nu doar nuan(atS, ci 
diminuatS, altmineri alunecSm intr-un protocronism “cronic”. In ce priveste cronicul, el nici 
pe departe nu se descifreazS in cheie patologicS, §i nici agonalS, cum ne lasS cercetStoarea sa 
credem (“litigiul - cronicizat la noi - dintre continuitatea organicS si inovarea culturala cu 
func(ie sincronizantS”). Nu este nimic patologic, chiar de adesea conflictual, in “cronica” 
noastrS ardere de etape. E doar un firesc si natural proces de asimilare a direc(iilor ideatice 
emise din centre de iradiere cStre periferii. 

Din acest punct de vedere, cu paranteza realist socialists deja consimptS, nu suntem cu 
nimic mai pu(in europeni, chiar daca unii ai marginalitSpi. Iar lucrurile se complied daca luSm 
in considerare ca literatura rusS este, la randul ei, una de iradiere, dominants, iar nu recesivS. 
Asa ca nu ne putem pretinde nici mScar scut al invazilor barbare in fata RSsSritului. Poate 
doar, §i nu e o pozipc dezonorantS, o zona a dublei marginalitSp, un spapu de sinteza 
privilegiat. O fasic de granita germinativa, nicidecum un no man’s land. Privirea obstinata, 
maniheica spre vest nu e decat tot un “complex al literaturii romane”, uitandu-se, adesea, ca §i 
in directia opusa coexists o culturS in ebulipe, perfect asimilatS in Occident, trecandu-se peste 
capetele autohtone. Din acest punct de vedere, literatura rusS este la fel de “europeanS", dacS 
nu mai mult, ca si a noastrS. Dincolo de aceste precizSri, cu rezervele enurpate si cu prudenta 
asumatS in privinta vehiculSrii ideii de experimentalism, ne alSturSm convingerii MonicSi 
Spiridon cS “presiunea conjuncturalS, in special ideologies, din deceniile comuniste a dat de 
la inceput filonului experimental o dirccpe precisS §i o specializare func(ionalS. Subversiunea 
canoanelor formale a functional ca tacticS de diversiune si de rezistcntS in fa(a puterii. 
Dincolo de campanile experimentale, se juca o carte cscntialS pentru destinul literaturii 
romane: sincronizarea cu spiritul timpului, con§tiin(a apartenentei noastre europene, 
orientarea prooccidentalS a intelectualului roman” 2 . 

Ion Bogdan Lefter, in schimb, limiteazS mai just teritoriul adjudecat de 
experimentalism. Constatand cS odatS cu icsirca din realismul socialist, “noua literaturS a 
anilor ’60 redescoperS voluptuos diversitatea”, dar evitand semnele de cchivalentS dintre 
“energiile novatoare” si experimentale dezlSnjuite si experimentul propriu-zis: “E un fapt cS 
spre sfarsitul anilor ’60 §i de-a lungul deceniului urmStor se manifests in literatura romanS 
autori si grupuri de autori cu un pro nun tat caracter experimental. InsS ce pozitic ocupS ei pe 
harta culturalS a momentului? Ce-i deosebeste de novatorismul altora, lipsit de gustul autentic 
al schimbSrii, nedus panS la radicalismul solupilor nemaivSzute-nemaiauzite?” 3 . Intr-adevSr, 
energiile novatoare nu sunt nici pe departe sinonime cu inovapa reals. Aici scepticismul 


1 Monica Spiridon, Ion Bogdan Lefter Gheorghe Craciun, Experimentul literar postbelic. Edit. Paralela 45, Pite§ti, 1998, col. 
80, seria Eseuri, p. 11. 

2 Ibidem. 

3 Monica Spiridon, Ion Bodan Lefter, Gheorghe Craciun, op. cit., p. 21. 
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nostra este chiar mai pro nun (at decat acela al eseistului. Insasi ideea de “restaurafie 
modemista” (sintagma inspirata) impinge experimentul in istorie, in trecut. Consimtind alaturi 
de Ion Bogdan Lefter ca pana §i “proletcultismul” a reprezentat “un vast experiment”. Ne 
place sau nu ne place, “el transferase rcvolufia politica si in plan cultural, abolind vechiul §i 
impunand o arta noua”. Din acest punct de vedere, consideram ca realismul socialist a 
continut un grad sensibil superior de inovafie, rcusind pcrformanta de a se situa, din punctul 
de vedere al experimentalismului §i noutafii, mult in avans fata de “restaurafia modernista” ce 
nu facea altceva decat o voluta nostalgica inspre instrumente de expresivitate revolute, 
recuperate, reciclate, a§adar mai indepartate de modelul european. E un fapt, iara§i, ca “destui 
avangardisti interbelici de aici si de aiurea o pro fcp sera (arta noua, n.n.), unii dintre ei 
devenindu-i, dupa cel de-al doilea razboi mondial, mercenari fideli. La ordinea zilei erau 
acum «progresul» §i edificarea unei lumi ideale. In urma - «inechitatea» lumii burgheze, 
«decaden(a» si «putrefac(ia» ei (incriminata in 1948 de acuzatoral public al lui Arghezi). 
Reformarea unui intreg sistem artistic prin abolirea integrals a tuturor stracturilor sale urmata 
de inlocuirea lor cu un proiect «progresist» - iata un adevarat «experiment»: unul total, asa- 
zicand «maximalist»!” 4 Autorul face o distincpc oportuna inre “novatorism” §i “experiment”. 
In tirnp ce experimentul “presupune o explorare progresiva, alimentata de vocapa descoperii 
§i de asp i rap a catre noul absolut, nu catre cel relativ”, novatorismul poate folosi drept 
emblema a recuceririi unor mijloace expresive preexistente. Consideram ca in literatura 
romana ideea de experiment trebuie tratata cu infinite precaupi, in masura in care aceasta i§i 
nutrcste structurile estetice cu importuri culturale, de cele mai multe ori onorabile, iar, 
deocamdata, “vocapa descoperirii”, “aspirafia catre noul absolut” e validata doar in 
protocronie, pastrandu-se inca in spapul fericit al utopiei trandafirii. Altfel, intorcandu-ne la 
articulatia realismului socialist cu “dezgheful” cultural al anilor §aizeci, nu putem decat sa 
recunoa§tem contribufia majora, chiar daca nostalgica, a umplerii fisurii ideologice cu 
recuperari estetice de extracpc europeana, aflate insa in evidenta diacronie. E un imperativ al 
timpului, cum si Bogdan Lefter remarca: “artele romane§ti au de indeplinit in epoca - pe firul 
lor principal - alta misie istorica: ele i§i reca§tiga substanfa estetica printr-o mi§care de 
evolufie regresiva. Paradoxala in sine, atare optiunc - instinctiva, de altfel - e logica in 
contextul dat, in care csentiala era reinnodarea cu firul rapt brutal in 1948. Marea majoritate a 
tinerilor creatori ai perioadei cauta viitoral in trecut §i-§i constraiesc glorii efemere prin 
reluarea liniilor melodice ale epoch interbelice”, “e un novatorism rastumat, a rebours, lipsit 
- deci - de o dimensiune experimental autentica” 5 . 

Daca e sa ne insu§im distincpa facuta de Ion Bogdan Lefter intre novatorism si 
experimentalism, inclinam sa asimilam experimentalismul ca pe o aspiratio perpetua a 
literaturii romane, nerealizata inca, poate, cum am mai spus, doar cu cxccptia avangardei 
originare, iar nu neo-avangardei. De aceea, contribupa lui Gheorghe Craciun la volumul 
colectiv pe care il avem in atcntie, pare cea mai ingusta, in sensul sectar al cuvantului. De data 
aceasta experimentul e ca si consimtit, doar contestat de cercuri rauvoitoare, iar aria de 
acfiunc a acestuia se largcstc considerabil in intervalul deceniului ’80: “ideea experimentului 
literar nu e nici azi privita cu prea multa simpatie. Cu atat mai pufin putem vorbi despre o 
manifestare libera, unanim acceptata a spiritului experimental in literatura romana a perioadei 


4 Ibidem, p. 22. 


5 Ibidem, pp. 23-24. 
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1980-1990. Ideologia comunista s-a aratat nu atat opaca fat,a de orice incercare de a propune 
cautari tehnice in planul limbajului literar, cat de-a dreptul ostila. §i cu toate acestea, in mod 
paradoxal, tocmai deceniul trecut e acela in care experimental s-a constituit intr-o dimensune 
cscntiala, de fort a a scrisului tinerilor autori si nu numai” 6 . Exista o diferenfa esenfiala intre 
experimentalism §i “spirit experimental”, iar “cautarile tehnice”, de cele mai multe ori, s-au 
confundat, pana la identificare, cu imprumuturile tehnice. Apoi, fiind vorba despre 
“experimentul literar romanesc postbelic”, intentia declarata a carpi este de a identifica, in 
masura in care sunt identificabile, puseele experimentaliste (sau, mai corect, novatoriste) ale 
intregii perioade de dupa al doilea razboi mondial. Gheorghe Craciun, a§adar, nu abordeaza 
subiectul in inocenfa. Confuzia deliberate si partizana e adancita prin constatarea ca “nu avem 
nici astazi un concept al literaturii experimenale”. Intr-adevar, pentru a-1 avea, ar fi fost 
suficient un prim pas: acela al consultarii autorilor volumului colectiv intre ei. Pentru o carte 
ce-si propune insasi ideea de experiment ca vedeta, ar fi fost absolut necesara circumscrierea 
conceptuala a acestuia. Altfel, teza celor doua literaturi paralele, cea oficiala, pe de o parte, §i 
cea subterana, “underground”, se dovcdcstc a fi valida. Cu rezerva necesitafii elucidarii 
cxistcntci sau nonexistenfei experimentului, incapsulat conceptual, in literatura romana 
postbelica. Altfel, asimiland, dar nu pana la identificare, ideea de experiment, in literatura 
romana postbelica, cu propensiunea catre tehnici si mijloace de expresivitate de tip occidental, 
referendumul critic conduce spre acelea§i “momente astrale”. Daca, in plan poetic sau critic, 
sincroniile par a fi, pana la optzecism, de tip individual, in privinta prozei se recunosc 
coagulari poietice raspicat configurate. 
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Abstract: The paper focuses on some aspects regarding the evolution of the so-called Romanian 
religious poetry, trying to emphasize the way in which religious and mystic features can in termingle in 
the literary discourse (on the one hand) and to analyse the fine equilibrium between prayer and poetry 
(on the other hand). How is this subtle equilibrium achieved? This is a question that may spark deep 
discussions. With loan Alexandru, Daniel Turcea and the contemporary author loan Petra§ as 
landmarks of our investigation, the iconic (re)presentation, the poem ’s eucharistic core, the symbiosis 
between redemption’s joy and continuous effort are some of the elements this study brings out. 

When dealing with religious poetry, it becomes obvious that the spiritual orientation (implying the 
metamorphosis of the individual existence) and the hymnal-poetical reflection (involving words’ 
transfiguration) are at the crossroads where authentic religious poets meet. 

Keywords: vision, eucharist, metamorphosis, mysticism, art. 


In epoca relativismului §i a refuzului Europei de a-§i recunoa§te radacinile crc^tinc 1 , 
ajungand sa accepte (cored politic) alte religii, dar sa dezvolte o fobie crispata fa(a de 
cretinism 2 , locul poeziei religioase este, mai mult ca oricand, periferic. In cazul poeziei 
romane§ti, tema religioasa a mai cunoscut un interval istoric nefast - cele cinci decenii de 
comunism care au cvidcnpat, cu autoritate discrcponara, dimensiunea social-istorica a omului 
§i au inlaturat, cu o indarjire fara echivoc, orice reverberate spirituals. Chiar §i Nichifor 
Crainic 3 a ajuns sa situeze poezia religioasa in zona producpilor minore, pe vremea pribegiei 
sale prin Ardeal. Consider insa ca exilarea unei crcapi lirice in perimetrul minorului vadestc o 
eroare de in(elegere a literaturii. Asa cum poezia poate reflecta o realitate deprimanta, 
dislocata §i dislocanta, ea poate oglindi si latura mirabila a lumii. Se poate exprima impotriva 
unei realitap intunecate, dar poate marturisi la fel de bine palpitul paradisiac. Ceea ce 
dcoscbestc un poem de altul nu este atat tema (oricat de contradictorie), cat potrivirea 
mijloacelor poetice astfel incat sa rezulte poezie autentica. 


1 Este cunoscuta absen^a oricarei referiri explicite la cretinism in Carta drepturilor fundamentale a Uniunii Europene §i in 
Proiectul Tratatului pe care se intemeiaza Constitutia europeana. 

2 Despre cristofobie, dar §i despre lipsa de reactie a cre§tinilor in Europa scrie Horia-Roman Patapievici in Noua Europa $i 
vocea care lipse$te..., in idem, Partea nevazuta decide totul, Bucure§ti, Editura Humanitas, 2015. 

3 Vezi Nichifor Crainic, Spiritualitatea poeziei romdnepi, Cuvant inainte de Alexandra Condeescu, postfata de Paul 
Dugneanu, Editura Muzeului Literaturii Romane, Bucure§ti, 1999. 
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O confuzie care a aparut frecvent in discupilc despre poezia pe teme religioase a fost 
una de ordin terminologic, prin care se §tergeau granpclc dintre religios §i mistic. Clarificari a 
incercat sa aduca Eugen Dorcescu, afirmand ca „poezia religioasa ( religio, -onis <<crcdinta in 
forte supranaturale si adorarea lor>>) este legata de o forma determinate a unei religii (ca 
institute) si-i exprima acesteia simbolurile, ritualurile, manifestarile exterioare. Poezia 
religioasa este traire mediata de ritual a misterului. Poezia mistica ( mysticus , <<ascuns>>, 
«tainic>>) exprima substanta rela|iei intime dintre spiritul individual §i Spiritul universal, 
dintre faptura umana si Creatorul ei. Poezia mistica este traire directa a misterului.” 4 De 
aceea, subliniaza Eugen Dorcescu, intre mistic §i religios apare o difcrcnta de arie §i de 
intensitate. La rigoare, poezia mistica poate fi deopotriva religioasa, dar poezia religioasa nu 
este obligatoriu mistica. „Misticul cuprinde mai multe perimetre religioase, in principiu, pe 
toate, §i, totodata, reprezinta cscnta lor spirituals, eliberata de contingentcle cultului, chiar 
daca se manifests, deseori, §i prin acestea.” 5 Desigur, se cuvine observat cS poezia care 
ata§eazS epidermic elemente religioase nu se incadreazS in tipologia propusS de Eugen 
Dorcescu, pentru cS trSirea a fost inlocuitS printr-un decorativism steril. Chiar dacS 
supraraponalitatca poeziei ar aminti de substanta ira|ionalS a sacrului (asa cum aratS Liviu 
Rusu 6 , pSsind pe urmele numinosului explicat de Rudolf Otto 7 ), poezia religioasS (sau 
mistico-religioasS) poate fi validatS numai prin rezisten(a ei la lectura esteticS. Ceea ce ii 
confers valoare nu este armStura tematicS sau configuratia structural (previzibile, intr-o mare 
mSsurS), ci particularitatea traseului, originalitatea abordSrilor, autenticitatea trSirii §i 
prcgnanta expresivS. Sau reliefarea artisticS a parcursului devenirii - de la voluptap senzoriale 
la limpezimi spirituale, asa cum o reflects trecerea de la Infernul discutabil (1966), Vamile 
pustiei (1969) §i Imnele bucuriei (1973), in cazul lui loan Alexandru, si de la Entropia (1970) 
la Epifania (1979), in cazul lui Daniel Turcea. 

Pe cand prestan(a literarS incS se confunda cu obcdicnta ideologies, intrarea in 
literaturS a lui Leonid Dimov, Dumitru Tepeneag, Virgil Mazilescu §i Emil Brumaru s-a fScut 
pe un drum ce fusese deschis de marile tradipi ale Estului: cultura bizantino-ortodoxS, cSrtilc 
populare §i pictura naivS. DupS 1965, onirismul a format decuplarea de lumea reals (ingrSditS, 
denaturatS, cu grimasa intunecatS a terorii) si redescoperirea visului (liber, fecund, cu bucuria 
seninS a jocului). PitorescS si ironicS, poezia lui Dimov cSuta salvarea in spectacolul 
universului cSzut si in atingerea purificatoare a iluziei. Dar vointa iluzionSrii dimoviene, 
mirarea exprimatS corporal in versurile lui Emil Brumaru, dislocSrile acute ale eului din lirica 
lui Virgil Mazilescu relevS in primul rand un mod de a fi in lume: liber - in op(iunca de a trSi 
literatura, in asumarea unei condi(ii (sociale) marginale, in solidarizarea (boemS) de grup. §i 
in a se devota fSrS rest poeziei. 

Liber si devotat poeziei a fost, intr-o vreme, Io(a)n Alexandru. La inceputul anilor ’60, 
trSia extaziat boema si se ineca, jubilatoriu, in valtori senzoriale. Eliberarea s-a produs in 
Vamile pustiei, odatS cu desprinderea dintre limitele materiei si recunoa§terea fascinapci 
zborului. Sprijinite pe vizionarismul profetic al Vechiului si Noului Testament, dar si cu 
arcuri aruncate spre inSltimile liricii lui Holderlin §i Rilke, poemele din Vamile pustiei 
creioneazS procesul inipatic al invierii de dupS moarte - simbolic si psaltic cartografiat in Via 


4 Eugen Dorcescu, Poezia mistico-religioasa. Structura fi interpretare, „Banat”, III, 2006, nr. 2. Textul a fost reluat m 
diverse periodice, dar a aparut §i on line, https://caietedesudest.wordpress.com/eseu/eugen-dorcescu-poezia-mistico- 
rcligioasa-structura-si-interprctarc/ [ultima accesare, 2 decembrie 2016]. 

5 Ibidem. 

6 Liviu Rusu, Estetica poeziei lirice, Editura Pentru Literatura, Bucuresti, 1969, p. 178. 

7 Vezi Rudolf Otto, Sacrul. Despre Numinos, Cluj-Napoca, Editura Limes, 2015. 
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dolorosa : „Nu-i nimenea in lume mai singur decat mine./ Toti au venit, vazut si au plecat./ Nu 
§tiu pe nimeni i-al cui §i cum il cheama/ Plang zi §i noapte neincetat.// [...] Cine-i mai singur, 
mai batran, mai stins?/ Tariile cu toate in mine/ Troiene din Pustie vin/ §i se depun puhoaie 
peste mine.” Despre Pustie ca simbol osmotic in poemele lui Ion Alexandru a glosat Dan C. 
Mihailescu, evident) ind ca „pustia este chipul diurn al pustiului. Nimicnicia ca energie infinit 
emergenta. Nimicul - ipostaziat ca posibilitate absoluta. Amnios paradoxal: steril prin 
definite, dar etern plasmuitor de iluzii. [...] Domnie a fantasmelor, marctie a nimicului, pustia 
§i pustiul sunt mirii infinirii intr-un pat conjugal demonic si angelic totodata, acolo unde vial,a 
devine moarte, iar sfar§itul caujioneaza de-a pumri orice inceput.” 8 

Odata cu Imnele bucuriei (cand Ion devine loan), lirismul i§i reflecta i-luminarea, 
ritmul preia cadenta liturgica, iar discursul isi schimba racordurile complexitapi §i se 
adanccstc in paradigma identitara a profunzimii: 9 „Lumina lina lini lumini/ Rasar din codri 
mari de crini/ Lumina lina cuib de ceara/ Scorburi cu rniere milenara/ De dincolo de lumi 
venind/ Si niciodata poposind/ Un rasarit ce nu se mai termina/ Lumina lina din lumina 
lina/”... Sau: „Sunt numai imn si lauda §i plans/ §i numai lire in ne§tire/ §i numai crini 
imbalsamand/ Obrazul tanarului Mire”. Carte a implinirii spirituale (§i poetice), nu a culpei 10 
(retrograd-pa§uniste), Imnele bucuriei necesita - ca orice poezie mistico-religioasa * 11 (in 
accept)unea data termenului de Eugen Dorcescu), o lectura stratificata §i ramificata, care sa 
acopere deopotriva complexitatea sintagmatica si profunzimea paradigmatica. Sau care sa 
gaseasca intretaierile dintre arcanele biblice, volutele etice, palierul social-istoric, saltul 
spiritual §i valoarea estetica, la care sa se adauge o lectura cxistcntjala, implicand strabaterea a 
trei trepte epistemologice: „cunoastcrea senzoriala (sensibila), cea care releva diversitatea si 
plasticitatea aparentci si care - aidoma cunoastcrii rationale (inductive sau deductive) - este 
durativa; cunoa§terea intuitiva, cea care releva, in ultima instan|a, neantul, genereaza, in plan 
subiectiv, angoasa §i se manifests instantaneu; cunoa§terea prin revelajie, instantanee §i ea, 
cea careia i se descopera Realitatea divina si are, drept corolar, iluminarea.” 12 Din pacate, 
dupa 1973 loan Alexandru a cazut in capcana sesizata de Paul Evdokimov pe cand scria ca 
artistul insingurat cauta „un fel de <<supra-obiect>>, de «supra-realitate», caci pentm el simpla 
realitate nu mai este direct exprimabila. Cu eroism, dar si cu disperare, el se sile§te sa 
regaseasca acea latura tainica, inlaturata din luemrile acestei lumi. Vrand sa cunosti obiectul 
secularizat, ii pierzi taina; dar cautarea prin reaetje, din disperare, dear a acestei taine, te face 
sa pierzi obiectul §i te conduce la abstract)unca dochetista, al jocul fantasmagoric al umbrelor 
fara trup.” 13 Iluminarea remarcabil transpusa artistic nu si-a mai gasit articularea expresiva si 
in volumele care au aparut dupa Imnele bucuriei : poetul s-a lasat stapanit de activism 
etnocenric, iar libertatea autentica a suflului vizionar s-a vazut incatu§ata de mecanica 
dogmatismului. 


8 Dan C. Mihailescu, Ce-mi putefi face, daca va iubescl? Eseu confesiv despre loan Alexandru, Bucure§ti, Editura 
Humanitas, 2015, p. 36. 

9 Despre deosebirile dintre complexitate §i profunzime in poezia mistico-religioasa a scris Eugen Dorcescu, Op. cit 
„Complexitatea se refera la orizontalitate, la extindere in suprafa^a, in sintagma, are in vedere alteritatea. Profunzimea se 
refera la verticalitate, la extindere in adancime”. 

10 Cf. Dan C. Mihailescu, Op. cit, p. 76. 

11 m schimb, Dan C. Mihailescu e de parere ca loan Alexandru este un poet „de-a dreptul religios, in sensul larg (n-a§ zice §i 
mistic)”. Vezi Ibidem, p. 97. 

12 Eugen Dorcescu, Op. cit. 

13 Paul Evdokimov, Via(a spirituala in cetate, traducere de Mariuca §i Adrian Alexandrescu, Bucure§ti, Editura Nemira, 
2010, p. 35. 
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Liber intr-o lume ferecata a fost Daniel Turcea. Poetul format in grupul oniricilor si cu 
o cvolupc care-1 va fixa pe orbita rcligiozitapi a gasit in vis nu teritoriul pierderii de sine, ci 
un refugiu al gandirii dczlantuitc. Despre poezia lui Daniel Turcea s-a scris prea pu|in. 
Lectura proaspata si recuperarea crcatici sale i§i a§teapta inca momentul prielnic. Cat despre 
biografia lui Daniel Turcea, ea e cea a unui privilegiat in marginalitatea sa. Bolnav de astm 
bronsic, a trait §apte ani la limita dintre via(a §i moarte. Insanato§irea §i liceul i-au pricinuit 
indepartarea de c red in (a §i, implicit, distan(arca de mama. La Bucure§ti, in anii de facultate, 
tanarul a confirmat o anumita apeten(a a negarii. A marginalitapi. A intrat in boema capitalei 
cu entuziasmul celui care gascstc in exces o forma de libertate. A iritat profesori supusi 
directivelor vremii, a impresionat prin cuno§tin(e filosofice §i stiinljfice greu de dobandit in 
epoca cenzurii §i a gandirii deformate, a fost obsedat de particula vicfi i din atom §i a visat sa 
construiasca un institut de cercetari „Henry Coanda”. In arhivele CNSAS exista dosarul I 
260674 de urmarire informativa a lui Daniel Turcea, deschis in 12 martie 1974. Suspecte erau, 
in cazul poetului, amicitia cu Dumitru Jepeneag, posibilitatea de a publica un volum in Franca 
§i aparitia unui grupaj de texte in Canada, in revista condusa de Toma Pavel. Dar suspect §i 
inacceptabil era, mai ales, refuzul tanarului absolvent de Arhitectura de a fi un veritabil „om 
al muncii”. Structura fizica firava si sanatatea §ubreda nu excludeau puterea con§tiin(ei de a-si 
cauta propriul drum. Iar Daniel Turcea a refuzat cu obstinatic acomodarea in tipare. Pentru el, 
a fi marginal inseamna a avea privilegiul 1 ibertatii. §i al crcatici. 

Entropia a fost debutul unui poet autentic. A fost cartea unei minti stralucite, cu un 
bagaj cultural de invidiat, care conjuga dezinvolt matematica, muzica §i pictura cu literatura, 
religiile §i filosofia. Insa era si strigatul unei H in^c care-si cauta deznadajduita reperul: „cei 
care 1-au cunoscut pe vremea aceea §i-l amintesc ca pe un om al carciumii, bun la suflet §i 
chefliu./ Era sclipitor in convcrsapc §i intotdeauna avea ultimul cuvant de spus, incheia orice 
discu^ie cu un paradox./ Acolo-si debita toate teoriile fdosofice, religioase, literare, ^itiintilicc, 
artistice; trebuia sa-i surprinda pe scriitori, care-1 provocau la cliscufi i, deschizand cate un 
subiect §i lasandu-1 pe el sa-1 dezbata.” 14 Boem, orgolios §i rebel, egocentric, patima§ §i ironic, 
cu o flexibilitate a mintii de o descumpanitoare naturalele - astfel era Daniel Turcea la varsta 
Entropiei §i a dialogurilor cu Nichita Stanescu. Marginal §i privilegiat, in egala masura. O 
varsta pe care as apropia-o de cea a inoccntci unui „bun salbatic”, sfredelitor infometat de 
cultura si poezie. 

Salbaticia dezlanl,uita pe care o avea spiritul lui Daniel Turcea a inceput sa se 
imblanzeasca in 1972. Iluminarea se petrece intr-o Biserica aparuta (cum altfel?) pe taram 
oniric. Foamea teribila a spiritului si afectivitatea dezorientata au fost detumate catre un punct 
din care pareau sa iradieze cu adevarat. Dupa ce a cercetat religii de tot felul, Daniel Turcea a 
intalnit crcdinta. Nu ca inregimentare oarba, ci ca transfigurare. Rebelul, salbaticul tanar 
devine supus si smerit. Intalniri csentiale cu mari duhovnici ortodocsi ii limpezesc drumul. 
Vulnerabil in singuratatea din zarva boemei, tanarul se distinge de-acum prin supunere §i 
smerenie, traind la modul absolut iubirea pentru Dumnezeu. Intr-o realitate guvemata de ura 
§i de frica, se dedica binelui si uncstc oamenii in jural lui. Rebelul marginal §i suspect 
dinaintea convertirii continua sa fie marginal si suspect prin latura subversiva a iubirii si a 
credinjei asumate in spajiul public. Epifania, carte a iluminarii, a aparat numai dupa ce 
autorul ei a acceptat compromisul de a face o punte de legatura cu Entropia (pe care poetul o 
asocia cu o teribila apostazie): „i-am smintit cu Entropia (loti suprareali§tii s-ar fi mandrit cu 


14 Urme in ve$nicie, Daniel-Ilie Turcea, Volum biografic, Editie ingrijita de Pr. Sever Negrescu, Ia§i, Editura Doxologia, 
2013, p. 69. 
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ea), acum vreau sa le cer iertare colegilor mei cu Epifania [...]. Trebuie sa le vorbesc despre 
Rastignire si inviere, sa le dau un reper viabil unde sa se poata refugia, trtebuie sa-i conving 
ca Acela este Dumnezeu! Sa le scot din cap, cu orice prcf, Entropia, chiar daca §tiu §i simt ca 
asta le place. Trebuie sa ridic ftacheta cu mult mai sus, dar pentru asta trebuie sa traiesc asa 
cum scriu.” 15 Ultimii ani ai viefii Daniel Turcea i-a trait a§a cum a scris. Iluminat. Epifania 
poarta in adanc mesajul marilor mistici si propaga la vedere bucuria mantuirii. Adauga 
nivelului literal §i simbolic al limbajului (meritoriu valorificate in Entropia ) alte doua, 
tropologic (moral) si anagogic (sau escatologic) 16 - nu prin insailare programatica, ci printr-o 
revelatorie metamorfoza, in cadrul careia dependenta de Dumnezeu se traduce printr-o 
raportare certa la ceea ce este exclusivism deplin §i inclusivism total 17 : „mai mult/ decat viafa/ 
decat lumina/ Mangaietor/ mai sus/ mai adanc/ mai aproape/ cuvintele precum o torta/ intr-o 
mantie de flacari, arzand” (Epifania). Sau: „ce u§urare in suflet se lasa, cum/ tainic lucreaza 
nepatruns/ Adevarul,/ fara sa §tiu, fara sa intelcg/ iata, acum,, mai presus de fire,/ in inima-mi/ 
graie§te Tacerea.// Tacerea,/ Logos in Euharistie, izvor/ al negraitei linisti/ caruia eu nicicand 
nu i-am fost vrednic/ dar cum, din ce cuvinte vei zidi/ vase pentru etemitatea harului?/ Exista/ 
in mine-acum, §i trupul il simte,/ haloul netrupesc unit cu trupul/ intr-o iubire cum doar in 
altar/ Cel ce, jerfindu-Se, iube§te/ pe cel de care Se jcrtfcstc, omul,/ pentru ca victii sa-i dea 
astfel/ Zborul.” ( Tacerea ) Cand a ie§it Epifania de la tipar, poetul fusese deja diagnosticat cu 
leucemie. A continuat sa scrie, dar mai ales a continuat sa fie, in ciuda durerilor atroce, un 
smerit fericit. Un chip transfigurat, capabil sa catalizeze innoirea mintii celor din jur. Daniel 
Turcea s-a stins, cu bucurie, in spital. Avea 33 de ani. 

Prin poemele lui, se reconstituie evolufia unei con§tiinfe devastate de cautari, dar 
sublimate printr-un miracol. Mai mult ca in Imnele bucuriei lui loan Alexandru (cu jubilatia 
lor euharistie a), Epifania surprinde starea de impreuna-rugaciune. Sau imbisericirea mintii. 
Caci tectonica anagogica a versurilor lui Daniel Turcea pare sa fi absorbit forfa constatarii lui 
Paul Evdokimov, care sustinca ca nu exista niciun dualism ontologic intre Biserica si lume, 
intre sacru si profan. Dualismul este, de fapt, de natura etica si il opune pe omul sacru 
(rascumparat) celui profan (demonizat). 18 Poetic, Daniel Turcea trebuie (re)citit in rela(ic cu 
loan Alexandru, dar si cu oniricii. Duhovniccstc, se lasa intcles prin isihia, prin lini§tirea 
duhului - cu un ochi aruncat spre Nicolae Steinhardt. Practic, in goana ei innebunita dupa un 
strop de fericire, lumea de astazi poate descoperi in Daniel Turcea, cu perplexitate, incredibila 
fericire a fiin(ei pana si in insuportabila durere a trupului. 

Nici mirean ca loan Alexandru §i Daniel Turcea, nici monah ca Nicolae Steinhardt, 
loan Pctras traie§te (si el) la raspantia dintre iluminare spirituala si reflectare estetica. Dupa ce 
§i-a legat numele de aparitia unor carti importante pentru spiritualitatea ortodoxa ( Patericul 
egiptean, Limonariul lui loan Moshu §i Sbornicul rugaciunii lui Hsus), preotul loan Petra§ se 
arata a fi un explorator asiduu al spa(iului poetic: primul sau volum de poezie a fost Perdeaua 
de lacrimi (1998), urmat de Bucuriile epifanice (2000) si de Ferestrele rdnilor (2003). Prin 
Cartea bucuriilor epifanice (2007) se scrie un soi de paradox al fiintci umane: ea respira un 
aer regal, fara sa iasa dintr-o stare de servitute interioara. A§a cum apare in poemele lui loan 
Pctras, omul e intr-un mers continuu. Se afla pe drumul lung care cauta adevarul §i-l supune 


15 Ibidem , p. 109-110. 

16 Patru niveluri ale limbajului biblic identifica Parintele Profesor John Breck in Cum citim Sfanta Scripturd? Despre 
structura limbajului biblic, Alba Iulia, Editura Reintregirea, 2005. 

17 Cf. Stefan Augustin Doinas, Prefatd in Martin Buber, Eu $i tu, Bucuresti, Editura Humanitas, 1992, p. 17. 

18 Cf. Paul Evdokimov, Iubirea nebuna a lui Dumnezeu, traducere, prefaja §i note Teodor Baconsky, Bucuresti, Editurs 
Anastasia, f.a., p. 121. 
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examenului sau - nu un examen rational, cum poate am ft tcnta(i sa credem, ci unul profund 
spiritual, ghidat de farama de adevar care i-a patruns deja in suflet. Nikolai Berdiaev spunea 
ca nicio forma a rcvclatici nu se poate pretinde un intreg dcsavarsit §i static. 19 Or, tocmai acest 
lucru este surprins de loan Pctras: lirica lui transcrie continuitatea rcvclatici, prin participarea 
activa a omului care i§i da consimtamantul si ll extinde asupra propriei crca(ii. Ca miracol 
intern al spiritului, revelapa presupune insa si o re-ascundere in taina. Frapant in Cartea 
bucuriilor epifanice este felul in care saltul spiritual si miracolul revelator se inal|a (ca la loan 
Alexandra) dintre pliurile (sau din taina) unui metaforism terestra. Poemele refuza dominatia 
recuzitei scraficc la care apela lirica religioasa tradi(ionala. Sentimentul religios nu create din 
inveli§ul formal pe care-1 poarta cuvintele, nu e sugerat de o abunden(a de ingeri si icoane, asa 
cum nu e nici neaparat trezit de sensul alegoric straveziu. Dimpotriva, autenticitatea 
sentimentului religios se leaga de o anumita sensibilitate, de capacitatea acuta de a sesiza 
transcendent ca un Tu prezent, chiar daca nevazut: „noaptea intreaga au tacut flacarile 
vantului/ cerul a strans intre coperti inmugurite/ stele §i lacrimi// in genunchi/ raul se roaga/ cu 
valuri adormite-n mireasma// nici un chiparos nu mai canta/ de-atata a§teptare// din cand in 
cand in oglinzi de roua/ luna isi numara pa§ii// in oul lumii/ linistca §i-a gasit un sala§// numai 
eu a§teptandu-te/ infloresc sub binecuvantarea maslinilor, Epifania” ( a§teptare epifanica). In 
poeme, acest Tu se intrevede in kenosis (gr. „smerenie”), nu invaluit in purpura. Dar se 
strecoara si in harul pogorat asupra preotului-poet. 

Lait-motiv al poemelor, lumina se arata cu intcnsita(i variabile, in func(ic de 
indepartarea sau apropierea ei de i-luminare: „in calmul acestei lumini/ mi se impra§tie 
sufletul/ pana nu mai raman/ decat semnele haralui// ma ve(i cunoa§te dupa polenul/ adunat 
sub streasina clipei de-acum/ si felul cuminte in care/ ziua cre§te pe umerii mei// prin gradini 
feciorelnice/ va ramane/ doar cea prin care pa§ii nostri/ luminat-au noaptea de iunie// stingerea 
curcubeului/ n-am s-o in(elcg/ in vrerne ce ingerii vor bolti acest anotimp/ de lumina// intre 
noi, jucausul chip al copilului/ vlastar de arhanghel cu freamat edenic in zambet” (poem). 
Lumina, bucuria, copilul, poemul sunt doar cateva dintre elementele in jural carora se 
ordoneaza lirismul lui loan Petra§, configurand crca(ia ca devenire §i con-sacrare. Cu alte 
cuvinte, ca tainica relajie intre fire §i har. 

§i totusi se cuvine sa amintim ca lumina strabate §i (din) poemele lui loan Alexandra 
§i Daniel Turcea, a§a cum §i lectura Sfantei Scripturi scoate la iveala o sumedenie de expresii 
referitoare la stralucirea divina. Pe buna dreptate, plecand de la acestea din urma, Vladimir 
Lossky se intreaba daca sunt doar figuri retorice sau surprind o realitate de ordin mistic. 
Raspunsul ll gase§te in omiliile lui Grigorie Palamas, pentra care lumina divina nu este de 
ordin intelectual sau sensibil, ci este un dat al experien(ei mistice. „Aceasta lumina necreata, 
vcsnica §i indumnezeitoare este harul, caci numele haralui [...] se potrive§te §i energiilor 
divine, ca daruite noua si lucrand opera indumnezeirii noastre. Doctrina haralui pentra Sfantul 
Grigorie Palamas (ca si pentra intreaga teologie ortodoxa) se bazeaza deci pe distinejia dintre 
natura si energiile lui Dumnezeu [...]. Harul nu este numai o funejie, el este mai mult decat o 
rcla(ic intre Dumnezeu si om; departe de a ft o ac(iunc sau un efect produs de Dumnezeu in 
suflet, el este insusi Dumnezeu, comunicandu-Se si intrand in unire de negrait cu omul.” 20 Iar 
daca omul este o faptura care a primit poranca sa ajunga dumnezeu, fara a li constrans la 


19 Nikolai Berdiaev, Adevar p revelafie, Prolegomene la critica revelafiei, traducere, note §i postfa^a de Ilie Gyurcsik, 
Timisoara, Editura de Vest, 1993, p. 54. 

20 Vladimir Lossky, Dupa chipul $i asemanarea lui Dumnezeu, traducere din franceza de Anca Manolache, Bucure§ti, Editura 
Humanitas, 2006, p. 54. 
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aceasta (asa cum spun Sfin(ii Paring), inseamnS cS drumul spre dcsavarsire include §i 
cxerci(iul crca(iei - acel cxcrcitiu in care cuvantul poetic nu doar transfigureaza estetic lumea, 
ci capteazS si transfigurarea interioarS a fiintci care il roste§te. Plecand de la materia 
frSmantatS a lumii, poemele lui loan Pctras contureazS o alta lume, in care tresaltS chipul 
enigmatic al Imparapei. IzvoratS din cult, adevSrata culturS i§i poate regSsi oricand originile 
liturgice, in timp ce actul artistic ( recte poemul) cautS, in chip csential, sS se smulgS dintre 
limitele imanentci printr-o indubitabilS unicitate. 21 Dezrobindu-se, e liber sa devinS el insu§i 
icoana ImpSrS|iei. Cat despre autorul Carfi..., el isi aflS vocatia intr-un lirism sacerdotal, 
sSvarsind cu uneltele poeziei un sacrament teofanic. 

De§i a sus(inut o tezS de doctorat despre Filocalie §i calofilie in literatura romana: 
Nichifor Crainic §i loan Alexandru , loan Petra§ poate fi citit (§i) printr-o raportare smeritS, 
dar atentS la Bartolomeu Anania, de care 1-a legat o inubliabilS afec|iune. Firestc ca duhul 
davidic 22 se poate distinge si in poemele lui loan Alexandru si Daniel Turcea, insS ceea ce il 
diferen(iaza pe loan Pctras de precursorii lui este accentul psaltic rnai puternic, efuziunea 
incantatorie indarjit manifests. La rSspantia dintre imn si incantan(ic, poemele din Lacrimarul 
inflorit (2010) cresc dintr-o multiplS confruntare: cu moartea, cu lacrima, cu via(a (rcvclatia) 
§i cuvantul. Metabolismul curent al sentimentalismului si regretelor a ramas in urma, inlocuit 
de o coeren(a a lirismului ce se extrage din saltul eului dincolo de sine insusi. Detaliile se 
transfera intr-o rctca simbolicS aflatS in continuS reordonare, iar ceea ce poate fi inteligibil 
potcn(cazS, de fapt, taina. AceastS glisare nu e rezultatul unei carentc structurale, ci efectul 
deplasSrii accentului cand pe ochiurile ce descoperS (prin metaforS §i sirnbol) amprenta 
cxistcntci, cand pe rclcvanta insondabilS a transfigurSrii ori pe disponibilitatea afectiv- 
imagisticS, dar §i non-figurativS a textului. Poemele din Lacrimarul inflorit nu se citesc in 
tScere. Ele se dezvSluie rostindu-se, ISsand succesiunea eufonicS a cuvintelor sS recalibreze 
pulsul si sS remoduleze gandul. Practic, in calitate de semn, textul literar poate insuma moduri 
de transpunere diferite, transformandu-se intr-un discurs pluricodic care completeazS zonele 
de indeterminare explicate de Roman Ingarden 23 . Ca pentru a pune la indoialS opinia lui 
Emile Benveniste (care afirma cS nu exists sinonimie intre sisteme semiotice diferite 24 ), loan 
Pctras cautS cu invcrsunare (excesivS uneori, e drept) ritmul si amplitudinea sunetului - menit 
sS genereze culoare armonicS §i echibbru intertextual in complementaritatea unor sisteme 
diferite de semne, orientate insS spre un sens comun. 

RSdScina, lacrima si cuvantul animS curentul subteran al poemelor din Lacrimarul 
inflorit. Sunt (toate) prelungiri ale unei conditii matriciale. Stratificandu-se, multiplicandu-si 
formele si articulSrile, dezvSluie un timp al re-activSrii eului, dar si un altul al re-cunoa§terii 
universale. Undeva „la rSdScinile lacrimei” se instaureazS o nouS sensibilitate. §i un alt tip de 
luciditate - nu rationalS, ci revelatorie. Lirica lui loan Petra§ readuce in discu(ic lacrima ca 
„ac de aur”, dupS cum o numea loan ScSrarul. PurificS si metamorfozeazS, spalS si 
spiritualizeazS: „prive§te Jertfelnicul/ cum aruncS afarS/ aurul Lacrimei tale/ sS te facS/ 
icoanS”. Registrul liric suferS u§oare schimbSri de dircc(ic, subtile ruperi de ritm §i devieri 


21 Cf. Paul Evdokimov, Iubirea nebuna a lui Dumnezeu, p. 141. 

22 Sintagma ii apartine lui Bartolomeu Anania. Vezi Idem, Introducere la Psalmi in Biblia, Editie jubiliara, versiune 
diortosita dupa Septuaginta, redactata §i adnotata de Bartolomeu Valeriu Anania, Arhiepiscopul Clujului, Bucure?ti, Editura 
IBMBOR, 2001, p. 616. 

23 Cf. Roman Ingarden, Studii de estetica, in romane§te de Olga Zaicik, Studiiintroductive §i selectia textelor de Nicolae 
Vanina, Bucure§ti, Editura Univers, 1978, p. 56. 

24 Cf. Emile Benveniste, Semiologie de la langue., Semiotica I, Mouton, La Haye, E.B., Margaret Mead, Josette Rey-Debove 
etc., 1969, p. 9. 
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surprinzStoare de timbru, prin care o intuipc personals sau un crampei biografic, de pildS, isi 
gasestc imediat sprijinul intr-o revela(ie in cascadS, prin asocieri, simetrii §i nuclee simbolice 
reverberante. Realitatea absolutS intrS in dialog cu lumea fragmentatS - un dialog purtat „la 
rSdScina cuvintelor”. Poemele cartografiazS intcrsccpi, nu universuri paralele. Aduc laolaltS 
liinlc fluide, fSrS trup (Mirele-Mir), dar §i altele - care au cunoscut carnea si sangele (Hannah, 
Miriam). 

Lumina din mierea de salcam (2015) aduce - prin alunecarea unei metafore, prin 
ritmul sacadat al rcpctipci, prin ceremonialul invoca|iei - bucuria, dar §i efortul mantuirii. Din 
nou, poemele au intemeiere onticS, nu doar adcrcnta esteticS. Se zidesc in preajma unui 
miracol - care pare sS nu fie posibil in abscn(a unei feminitS(i arhetipale, pe care psalmistul o 
invocS prin apelative ale dez-trupSrii, ale unei dorintc orientate nu spre inafarS, ci spre 
inSuntru, spre innoirea minpi. Spre metanoia. Naturaliter, feminitatea este. §i adapostcstc o 
stare harismaticS. Masculinul, in schimb, este Logos, cuvant si se aflS in propria lui 
extensiune. 25 Prin conjugarea lor, poezia ar putea deveni icoanS - impletind lucrarea omului §i 
harul divin. 

DacS vial,a ascunde ceva care scapS rati un i i (dupS cum afirma Kierkegaard), ceea ce 
ra(iunca pierde din vedere este invSluit de sentimentul religios. Cand spune cS „fluturii 
gandului sorb din prescura de lumina a dimincpi”, loan Pctras incearcS sa reflecte poetic 
unirea victii si a gandirii intr-o teognozie vie. Aceasta nu e doar lucrarea ra(iunii sau a 
discursului literar (oricat de operanta ar fi ratiunca §i oricant de pertinenta ar fi poezia, ca 
echilibru intre inexprimabil si imagine, frazare, prozodie), ci e §i revela(ie a deplinatapi vii. 
Principiul religios integreaza, pentru ca se afla deasupra in inlauntrul lumii. Pentru ca este 
teandric - adica divino-uman. Cu subtile refer into livre§ti, dar cu o indubitabila autenticitate a 
deschiderii spirituale, poemele lui loan Pctras restaureaza o scara a luminii, ardent-vizibila 
sau mascata de contururile unei lacrimi, de forma unei fantani, de cantecul unei mierle. Sau de 
„flacara apei”. Imaginile hieratice in jurul carora se structureaza versurile alcatuiesc, de fapt, 
transpunerea poetica a a unei formule discutate candva de Sfinpi Parinti: omul nu reflects 
lumina, ci devine lumina. 

Iar daca ne amintim ca Sfantul Grigorie de Nyssa vorbea despre om ca despre o 
alcatuire muzicala, atunci cele doua componente care par sa-i ghideze pe autorii de poeme 
(mistico-) religioase au, ambele, o radacina ontologica: evolupa spirituals (transfigurarea 
cxistcntci) si oglindirea imnic-poeticS (transfigurarea cuvantului). RenSscand ca arts 
epifanicS, poezia poate culmina (§i) in expresie iconics. 
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Abstract: Dominic Stanca represents the second wave at the Sibiu Literary Circle alongside Eta 
Boeriu, Nicolae Balota, Ovidiu Cotrus and Radu Enesc. The last few years have brought an 
enhancement of this literary movement and, therefore, a repositioning of the authors who have 
developed around it. Most of the researches made by literary historians focused on the iconic 
personalities from the Literary Circle: Stefan Augustin Do in ay, Radu Stanca, Ion Negofescu, Cornel 
Regman and later, Eta Boeriu. In the context of reevaluating the members of the Literary Circle, the 
study of Dominic Stanca’s work and personality becomes necessary in order to paint a complex 
picture of the timeframe after the Second World War. 

Keywords: Sibiu Literary Circle, literary history, Dominic Stanca 


Toamna anului 1940 este rcsimtita dureros in istoria Romaniei. Prin Dictatul de la 
Viena semnat in 30 august, Ardealul de Nord este cedat Ungariei. Dat Hind contextul mai sus 
mcnponat Universitatea „Regele Ferdinand I” din Cluj-Napoca i§i va muta activitatea la 
Sibiu, astfel ora§ul cu iz medieval va fi gazda unor intelectuali de marca ai spajiului 
romanesc: profesorii Lucian Blaga, Liviu Rusu, D D Rosea, Flenri Jacquier, dar si student 
preocupaji in mod direct de via(a culturala: I Negoijescu, Radu Stanca, §t. Aug. Doina§, C 
Regman. In aceasta perioada Sibiul adaposte§te doua cenacluri literare studcntc^ti: pe cel al 
studcntilor de la medicina, condus de Victor Papilian, §i cel al studcntilor de la Facultatea de 
Litere §i Filosofie, Cercul literar studenle.se, Octavian Goga, patronat de Lucian Blaga. 

In 1943 o parte dintre membrii Cercului literar studenle.se Octavian Goga se 
organizeaza sub forma unei noi mi§cari culturale care se afirma prin scrisoarea-manifest 
adresata lui Eugen Lovinescu. Noua grupare, cunoscuta sub numele de Cercul Literar de la 
Sibiu, este organizata in jurul unor tineri ideali^ti care i§i propun intoarcearea literaturii 
romane spre valorile estetice. Chiar daca se declara adversari ai neo-samanatorismului, 
polemicile cerchistilor sunt pujine, ei prefera sa dea curs, mai degraba, provocarilor 
intelectuale care i§i vor gasi rasunet in paginile Revistei Cercului. 

Doctrina cerchistilor se constiruie in jurul ideii de intoarcere a literaturii romane spre 
valorile estetice si indepartarea de spiritul autohton care devine excesiv in literatura, ccrchistii 
dau dovada de erudipc, rafinament, spirit critic echilibrat, dar §i de idealism. Tinerii cerchi§ti 
constata direejia gresita in care a pomit literatura romana si susjin o intoarcere spre valorile 
estetice europene, astfel pentru cerchi§ti problema apartenentei la Europa se pune sub un 
dublu aspect, pe de-o parte se radiografiaza situarea culturii si civilizatici romanesti in spa|iul 
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european, iar pe de alta parte, se incearca o inscriere a propriului demers intr-o tradipc 
occidentalizanta a culturii romane. 1 Cerchistii au viziunea unei culturi majore, ei vor atat 
recuperarea golurilor din literatura, cat si sincronizarea cu principiile literare europene. 
Suspnatori ai autonomiei criticii, ai obicctivitapi actului critic §i ai judccatii estetice de 
valoare, tinerii student declan§eaza prima polemica de substan(a intre calinescieni §i 
anticalinescieni. Dupa cum se poate observa cerchistii urmeaza linia estetica Maiorescu- 
Lovinescu, reabilitand spiritul critic. Astfel din randurile cerchistilor se vor na§te viitorii 
critici: Ion Negoijescu, Cornel Regman, N Balota, Ov Cotru§. 

Cel mai ambipos proiect cerchist este cel al recuperarii golurilor din literatura romana, 
proiectul Euphorion se vrea o revitalizare a literaturii. Euphorionismul se constituie ca o 
doctrina cerchista avand ca repere principale estetica lui Schiller si modelul goethean. 
Asistam nu la o restaurare a umanismului clasic, ci la o tentativa de a irnpune clasicitatea, prin 
reafirmarea valorilor ei. Preocuparea pentru valorile clasicismului determina orientarea 
literaturii spre anumite genuri §i specii literare. Proza este dominata de romanul realist, liricul 
cultiva balada §i parabola lirica, dramaticul reafirma tragedia. Spiritul euphorionist ii va urma 
pe cerchi§ti toata cariera, chiar daca in majoritatea cazurilor afirmarea se va realiza mult mai 
tarziu, in deceniile saptc §i opt, cand gruparea nu mai exista. 

Dominic Stanca reprezinta al doilea val al Cercului literar de la Sibiu alaturi de Eta 
Boeriu, Nicolae Balota, Ovidiu Cotrus §i Radu Enesc. Ultimii ani au adus o punere in valoare 
a acestei miscarii literare §i astfel, o repozitionare a autorilor care s-au dezvoltat in jurul ei. 
Majoritatea cercetarilor istoricilor literari au vizat personalitajile emblematice ale Cercului 
literar. §tefan Augustin Doinas, Radu Stanca, Ion Negoijescu, Cornel Regman, iar mai tarziu 
Eta Boeriu. In acest context al reevaluarii membrilor Cercului literar, o privire asupra operei 
si personalitatii lui Dominic Stanca, devine necesara pentru zugravirea unui tablou complex al 
perioadei de dupa cel de-al doilea razboi mondial. 

Debutul editorial al autorului are loc in 1957 cu volumul Roata cu §apte spite, in 1968 
apare volumul Pentru un hot de imparat, iar abia in 1970 volumul de poezii pentru copii Gri- 
ru-gri, dar opera sa de referinta va fi publicata postum: 1977 Strada care urea la cer, 1981 
Timp scufundat, 1984 Un ceas de hartie. Personalitatea artistica a lui Dominic Stanca este 
complexa, autor de poezie, proza, dramaturgic, dar §i actor, el a imbinat spiritul ludic cu nota 
tragica a cxistcntci. Numit alpatrulea baladist al Cercului literar de la Sibiu, in opera lui se 
regasesc atat elemente cerchiste, cat §i note care vin in contradictic cu ideile promovate de 
membrii Cercului literar. Din corespondent dintre Ion Ncgoi(cscu si Radu Stanca reiese ca 
Dominic este unul dintre membrii de baza a proiectatului teatru Euphorion, asumandu-si 
totodata si rolul de prozator al miscarii. 

Format in spiritul ccrchistilor, Dominic Stanca va prelua anumite caracteristici 
afirmate de membrii Cercului, observam in acest sens umorul, ironia, atitudina ludica, starea 
meditativa care strabate opera literara, dar si reafirmarea baladei ca forma de manifestare 
artistica. Preocuparea cerchistilor pentru valorile clasicismului determina orientarea 
literaturii spre anumite genuri §i specii literare. Proza este dominata de romanul realist, liricul 
cultiva balada §i parabola lirica, dramaticul reafirma tragedia. Preocuparile literare ale lui 
Dominic Stanca se vor indeparta de ideologia cerchista, baladescul lui este de inspirape 
folclorica, proza este dominata de povestirea istorica si de ideea unitapi nationale. 


1 Dan Damaschin Hardaut, Cercul literar de la Sibiu / Cluj. Deschidere spre europeism fi universalitate, Teza de 
doctorat, coord. Ion Vartic p.18 
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O incadrare stricta a autorului este greu de realizat, pentru Roata cu §apte spite 
Negoi^escu il incadreaza tradipci realismului mitic, dar prin pseudocronicile moldovene§ti 
poate 11 incadrat in randul umoristilor. Portretul lui Dominic Stanca este la fel de dual ca si 
opera acestuia, Florian Potra vorbe§te de el ca de un intelectual traditional, avand „o cultura 
filtrata fdrdne$e pana §i in vocabular ”. Chiar daca la o prirna lectura opera pare de influenza 
rurala, nu putem trece cu vederea atitudinea parodica, jucau§a, ironia autorului fata de 
personajele sale, pitorescul evenimentelor. Ion Vartic afirma ca „Dominic Stanca nu este 
foarte citadin in aparenfa, ci foarte citadin in profunzime ” 2 Autorul a reu§it sa i§i gaseasca 
propriul drum in vastul peisaj al literaturii romane §i astfel sa putem vorbi nu numai de un 
scriitor, cat si de un om de cultura reprezentativ pentru spatiul transilvanean. Al patrulea 
baladist al Cercului literar este un om §i un artist dual „Cdlatorind, mereu mb opresc intre 
doua (drmuri / ca intre doua vorbe, ca intre doua mine: / un pas catre tine, un pas catre mine/ 
§i unghhia ierbii scrijeleazapepietre /oparere de rau §i oparere de bine...” 3 

Orice demers literar se realizeaza in interiorul unor constructe teoretice, orice artist isi 
gaseste mijloacele de comunicare doar in interiorul unui curent literar, a unei miscari 
ideologice care sa ii furnizeze nu numai o atitudine filozofica si estetica, ci si un instrument 
tehnic. Aruncand o privire in urma constatam ca perioada de dupa al doilea razboi mondial se 
caracterizeaza printr-o mi§care mult mai putemica a scriitorilor, observam o generatie '50 
apasata de povara proletcultista, o generatie '60 -'70 care practica subversiunea prin scrisul 
palimpsestic, aluziv sau prin evadarea in experimentalism estetic, o generate '80 non¬ 
conformists, o generatie a revenirii la real prin experienta livrescului 

Dominic Stanca a scris o buna parte a lucrarilor in perioada obsedantului deceniu 
cand comunismul de tip totalitar a suprimat libertatea creabei, transformand literatura in 
mijloc de propaganda politica. Astfel intr-un spati literar in care proletcultismul 4 isi intinde tot 
mai mult sferele de influenta, scriitor nu se afla pe o pozitie in grata: fie va accepta 
compromisul estetic si va deservi directivelor politice, fie nu se va abate de la crezul estetic, 
dar isi va asuma excluderea din peisajul literar. In acest context se va naste o literatura 
subterana care va reprezenta stadiul incipient al postmodemismului romanesc, reprezentata de 
scriitori care vor publica in deceniul sase sau sapte, recuperati estetic de critica literara mai 
tarziu, dar cand creatiile lor nu au mai influentat evolutia fireasca a literaturii. 

Perioada imediat de dupa razboi este inca dominata de romanul social-realist 
interbelic. Gloria romanului va fi materializata de autori ca Marin Preda, Petru Dumitru, 
Zaharia Stancu sau Eugen Barbu. Textele acestor autori, marcate de ideologia vremii, vor fi 
un punct de referinta in universul prozei romanesti. In acest spatiu literar dominat de roman, 
Dominic Stanca scrie povestiri de observatie sociala si reconstructie istorica, care nu mai 
corespund viziunii ccrchistilor de intoarcere a literaturii romane spre valorile estetice §i 
indepartarea de spiritul autohton care devenise excesiv in literatura, astfel, autorul pare ca se 
abate de idealul cerchist de recuperare a marilor goluri din literatura romana. 

Lectura prozei, cat §i a poeziei lui Dominic Stanca, ne releva doua mari etape in 
conturarea individualitapi artistice. Prima etapa a crcapci este cuprinsa intre anii 1943 - 
1960, perioada in care a scris intreaga proza. Vorbim de povestirile din ciclul Pentru un hot de 
imparat, cele din ciclul Hurmuzul jupanifei sau Tulnicele Iancului, dar si Moara lui Veselin. 


2 Ion Vartic, prefata la Timp scufundat, Ed.Eminescu, Bucuresti, 1981 p. XXXIX 

3 Dominic Stanca, Un ceas de hartie, Ed. Eminescu, Bucuresti, 1984 

4 Sanda Cordos vorbeste despre inadecvarea termenului proletcultism atribuit perioadei cuprinse intre anii 1948- 1964, o 
tenninologie potrivita ar fi cea de jdanovism. Vezi Sanda Cordos, Literatura intre revolutie $i reactiune, Ed. Bibliotca 
Apostrof, Cluj-Napoca, 2002 
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Lirica este reprezentata de Vesperale I, Nunfile de la Romos, dar si o parte din Vesperale II. 
Trebuie sa precizam ca scrierea poeziilor din ciclul Vesperale II cuprinde cea mai indelungata 
perioada de create, autorul lucreaza la ele din anul 1943 pana la finalul viejii sale. 

Dupa aceasta perioada autorul se va dedica unui alt tip de scriitura, la finalul anilor '60 
regasim un scriitor mult mai bine conturat, care reuscstc sa i§i gaseasca resorturi proprii, §i 
astfel sa putem vorbi despre un artist matur la care influence scriitorilor anteriori sunt doar 
resurse catalitice. Incepand cu anul 1969. Dominic Stanca va incepe Walderoda, text care se 
indeparteaza cu mult de tot ceea ce a scris pana la acel moment, dar care din pacate a ramas 
nefinalizat. Tot din aceasta perioada, 1969 - 1976, fac parte baladele din Strada care urea la 
cer, volum la care autorul a lucrat in ultimii doi ani ai vietji, si care reprezinta cea mai 
valoroasa contribute a scriitorului adusa literaturii romane. 

Dincolo de tendinte ideologice, mi scari culturale, personalitatea unui artist este 
conturata si de cei la care se raporteaza, pe care ii preia ca modele. Reafirmam ca Dominic 
Stanca si-a format personalitatea artistica sub influenza ideologiei cerchiste, dar aceasta nu 
inseamna cu nu putem identilica §i alte personalitap marcante ale literaturii romane, si nu 
numai, care si-au pus amprenta asupra scriitorului. In aces sens ii amintim pe Lucian Blaga, 
G. Bacovia, I. Minulescu, G. Co§buc, G. Topirceanu. 

Provenit dintr-o familie de medici, Dominic Stanca va urma, la insistentele parintilor, 
Facultatea de Medicina din cadrul Universitatii ,, Regele Ferdinand I”. In momentul in care 
incep disectiile pe cadavre, constient ca medicina nu i se potriveste, va renunta, dupa care se 
inscrie la Facultatea de Drept din cadrul aceleiasi universitati. Dupa examenele din prima 
sesiune (ianuarie 1945 ) isi da seama ca nici aceasta facultate nu corespunde nevoilor sale 
launtrice si in 1946 se inscrie la Academia de Muzica si Arta Dramatica Cluj, sectia Drama. 
Aceasta decizie este definitorie in evolutia artistului deoarece actoria este la Dominic Stanca 
mai mult decat o profesie, este o modalitate de a fi. 

Intreaga sa existenta a fost o alergare permanenta de la un rol la altul. Talentul 
actoricesc se dovedeste inca de la inceputul carierei, astfel la examenul de admitere 
impresioneaza comisia si va fi admis direct in anul al doilea. Inceputul activitatii sale artistice 
este promitator, student inca, va fi solicitat permanent pentru a interpreta diverse roluri alaturi 
de nume consacrate ale teatrului clujean. in Registrul activitati artisti al Teatrului National 
„Lucian Blaga” din Cluj-Napoca il regasim pe Dominic Stanca pe lista personalului auxiliar 
inca din anul 1947, astfel in stagiunea 1947- 1948 acesta va fi distribuit in trei roluri. Debutul 
pe scena teatrului nu va ramane fara ecou, cronica dramatica semnata de Ioanichie Olteanu, in 
„Lupta Ardealului” din 28 martie 1948, il remarca pe tanarul actor intr-un rol de „ intrigant, 
cu tinuta, stapan pe gesturi si misedri ”, 5 iar Ion Maxim vede in Dominic Stanca un actor cu 
un potential artistic mare, elogiat in rolul lui Horatio din drama Hamlet de W. Shakespeare, 
recunoscandu-i-se „remarcabile posibilitati dramatice, un joc scenic superior”. 6 Dupa 
mutarea la Bucurcsti si casatoria cu regizoarea Sorana Coroama, Dominic Stanca va interpreta 
diverse roluri la teatrele bucure§tene, dar firea sa mereu aflata in cautare il face sa oscileze 
intre activitatea teatrala si cea literara. 

Finalizam sc hi (a de portret - Dominic Stanca prin rejinerea cuvintelor a doi apropialj 
ai artistului, §t. Aug. Doina§ §i Nicolae Balota. Doina§ va remarca in special poeziile lui 
Dominic Stanca. In Lirica lui Dominic Stanca regasim urmatoarea afirmatic: ,,Apari(ia 
postuma a volumului «Strada care urea la cer» de Dominic Stanca, urmand la nu mult 


5 Ioanichie Olteanu, Frederick Chopin in Lupta Ardealului, Cluj - Napoca, 28 martie 1948 

6 Ion Maxim, Hamlet in Lupta Ardealului, Cluj - Napoca, 22 aprilie 1948 
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timp dupa «0 salbatica floare», ma obliga la o investigare a intregii activitap lirice a 
acestui scriitor care, chiar pentru prietenii sai, era cunoascut aproape numai ca prozator, 
dramaturg p actor. (...) La capdtul acestei lecture se impune o certitudine care mult timp m-a 
ocolit; Dominic Stanca a fast o conpiinfa artistica foarte framantata, mereu in cautare de 
sine, mereu in perind experimental al cuvantului, imbinand deopotriva trecut p prezent, 
tradipe p inovape, sunetul verbului p stralucirea ideii. O pecete personala, care nu poate fi 
confundata, unified forme p motive variate, le confer forfa lirica, le face sa se rosteasca 
singure, acum cand gura care le-a rostit s-a umplut definitive de tacere. ” 7 Completam aceasta 
imagine a scriitorului tot cu spusele lui §t. Aug. Doinas dupa mai bine de zece ani: „Dominic 
a adus in cercul prietenilor sai aceeap fervoare a amicipei. Dar el i-a adaugat un umor tipic 
ardelenesc, o sfdtogenie plina de haz, o atenpe indreptata fard crufare spre detaliul amuzant. 
Beneficiind de o vasta cultura clasica - pe care, nu piu de ce, nu p-o etala niciodata dotat 
cu o inteligenfa artistica remarcabila (nu indreptata spre teoretizare, ci evidenta in insap 
practica scrisului), el a fast un poet, un prozator, un dramaturg remarcabil, caruia vocapa 
teatrala - a interpretat magistral cateva roluri dificile - i-a furnizat elemente pe care numai o 
critica atenta la diversitatea existenfei p scrisului sau le va putea reliefa cum s-ar cuveni. Un 
mare artist al cuvantului, pe care-l ingrijea cu voluptate ca pe o bijuterie rara, - iata ce se 
simte, de la prima lectura, in scrisul sau ” 8 . 

Alaturi de §efan Augustin Doina§, Nicolae Balota estu un apropiat al familiei lui 
Dominic. Prin articolele sale, dar si prin fragmente din Caietul albastru autorul reconstituie 
anumite momente din casa soplor Dominic §i Sorana. Balota va surprinde cu multa gingasic 
p roll lui artistic al prietenului Dominic Stanca. Amintim articolele Timp scufundat p revelat, 
aparut in Romania literara, an XIV, nr. 39, 1981, Dominic Stanca in Universalprozei, editura 
Eminescu, 1976, cxceptionalul Epilog la Strada care urea la cer ( 1977), dar si emoponantul 
articol aparut dupa moartea lui Dominic. Redam un fragment din cel din urma, tocmai pentru 
a ilustra dragostea cu care scriitorul era inconjurat de prieteni: „A fast un mare om al jocului. 
Daca a§ putea sa va fac sa simpp voua celor ce i-ap fast ca p mine apropiap, ce tulburator 
amestec de gravitate p divina u.furin(b a putut fi destinul unui asemenea om daruit (...) N-am 
cunoscut o mai solida natura, mai tare in stravechi p nobile virtup. Prietenul meu Dominic 
era cel mai adevarat prieten, cel mai leal, mai generos, mai lipsit de orice meschinarie, de 
orgolile firepi poate condipei artistice, cel mai demn, mai autentic aristocrat dintre oamneii 
ce mi-a fast dat - p de asta data - cufericire dat sa intalnesc in viafa mea. (...) Dominic se 
lumina p ne lumina, Dominic ne citea sub lampa in jurul mesei tulburator-mi§catoare 
evocari, poetice parabole ale unei atemporale Orapii, a copilariilor vepnee, a tinerepi sale 
fard de moarte in care iata-l acum pentru intotdeauna incremenit. Vi a (a noastra ca p 
tinerefea noastra a tuturor e sfar§elnica, dar cu unul atat de drag precum ne-a fast Dominic 
Stanca ea s-a p sfarpt. Dar era atat de multa p de inalta via(d intr-insul incat nu se poate ca 
aceasta sa nu fie o viafa fard de sfarpt.” 9 

Cuvinte emoponantc care iau na§tere dintr-o autentia §i indelungata prietenie 
proiecteaza imaginea unui scriitor talentat, modest §i discret, care a trait intens dupa care si-a 
oglindit sensibilitatea in scriere. Un scriitor a carui receptare a inceput deficitar, aproape 
lacunar, dar care va ft recuperat impreuna cu o intrega generatic de intelectuali, care s-a facut 
remarcata in istoria literaturii romane. 


7 §tefan Augustin Doina§, Lirica lui Dominic Stanca in Lectura poeziei, Ed. Cartea Romaneasca, 1980, p 175/181 

8 Idem. Al patrulea poet al Cercului literar in Romania literara, nr. 44, an XXXIV, 7- 13 noiembrie 2001, p.l 1 

^Nicolae Balota, Dominic Stanca in Steaua, nr. 10, 1976, p.26 
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O privire atenta asupra prozatorului, poetului, si de ce nu, a omului Dominic Stanca, 
releva o permanenta dualitate identificabila la nivelul mai multor registre. Se poate citi in 
textul lui Dominic Stanca o impletire intre nazuin|a inspre europenism, vazut §i azi ca aspirap 
na|ionala, si patriotismul afirmat cu multa decen^a, intre spiritul melancolic, introvertit - 
liltrat prin Blaga - regasit in volumele de poezii, si cel jucau§, ironic al povestirilor 
moldovene§ti §i al baladelor. Profilul artistic al scriitorului se contureaza cat se poate de 
contradictoriu, de la influenza lui Blaga, Bacovia si pana la ce a lui Topirceanu sau Al. O. 
Teodoreanu pare ca drumul este nesfar§it de lung, dar Daminic Stanca gascstc formule proprii, 
carari ascunse, §i astfel va rcusi sa fie productiv in toate genurile. 
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SYMBOL AND CHROMATIC IN THE MINULESCIAN POETRY 


Andreea Iuliana Damian 
Phd Student, University of Pitesti 


Abstract: Although the minulescian poetry abounds in symbols and specific artistic means, the 
minulescian style is individualized by keeping some symbolistic features but also going beyond them 
and approaching the anticipative modernism through his unique style. The colour palette used in the 
minulescian poetry acquires a special symbolism, which is presen’ed with some minor changes along 
his representative volumes of poetry. 

Keywords: chromatic, symbol, methapor, style, colour. 


in mod cert inca din timpul vietii sale, Ion Minulescu a fost foarte bine receptat de 
public, ceea ce 1-a facut un simbol al gustului poetic social. Desi, promoveaza un stil aparte, 
foarte deosebit de cel al contemporanilor sai doreste sa se apropie cat mai mult de modelul 
simbolist primar, transformand imaginea in simbol. 

Se observa o predilectie catre culorile reci, insa acestora nu li se atribuie intotdeauna o 
conotatie negativa: "Un suierat prelung saluta ivirea zorilor.../In larg,/ Un strop de purpura 
pateaza albastrul-violet al marii,/Pe brie/ Lumina rosie se stinge in varful primului catarg/ Si 
in locul eipe sfori se inaltapavilioanele.../E ziual... (”Spre insula enigma ”) 

Variatiile aceleasi game cromatice trimite catre simbolistica sentimentala, iar culorile 
contrastante sunt specifice curentului simbolist, mai ales opozitia alb-negru: "Iahturile albe 
ancora-n dreapta/ Iahturile rosii ancora-n stanga/ Iahturile negre ancora-n mijloc..." 
("Romania iahturilor") 

Poetul in sine traieste stari diferite, iar aceasta incapacitate de a reda in cuvinte este 
completata de persiflare, echivoc si autoironie, ceea ce la nivel stilistic creeaza diferenta lirica 
dintre traire sau expresie si sentiment. 

Dincolo de simbolistica de ordin cromatic, scrierile minulesciene par sa urmareasca un 
tipar al carui centru de referinta este cifra trei materializata simbolic intr-un triunghi, ce 
devine ’’structura-etalon si termen de referinta" 1 pentru intreaga sa opera. 

In volumul "Romante pentru mai tarziu" se prc ligurcaza predilectia sa catre imaginea 
poetului, incapabil de dialog dar capabil sa schimbe intreaga perceptia lumii. Urmarind 
doctrina simbolista, apeleaza la sugestie si simbol, astfel solul, prezentat anterior asemenea 
unei Itaca, este la Minulescu, absorbit de apa. 


1 S. Danciulescu, p. 105 
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Chiar si in scrierile anterioare acestui volum se observa atasamentul poetului fata de 
mare, insa apa devine un mijloc de creare al haosului, aici nu mai exista repere de orientare. 
Pe de alta parte, fluiditatea confera perfectiunea desi dezordinea se poate asemana stilului 
baroc. 

Pastrand simbolul metaforei cifrei trei in asociere cu nostalgia marii, viziunea poetica 
devine sumbra: "In rada portului,/ La cheiul pe care astazi cresc castanii,/ In rada portului, 
ce pare o lacrima-a Mediteranei,/ Dorm trei galere ancorate de zeci de ani,/ Dorm trei 
galere, ce poarta in pupe incrustate trei nume spaniole:/ Xerxes,/ Estremandura,/ Si- 
Alicante/.../ Si asa cum dorm nedespartite/ Ca trei tovarase de lupta/ Ca niste suveniruri 
smulse indepartatului trecut,/ Par trei sicriuri profanate/ din care mortii au disparut...” 
("Romanta celor trei galere") 

Aparenta manifestarea mortii este proiectata in apa, ceea ce usureaza ceremonialul 
Marii Treceri, dobandindu-se in lirica minulesciana un echilibru intre viata-moarte, real- 
artificial, traire-poezie. 

Conceptul sau poetic incepe sa prinda contur inca de la inceput prin " Romanta noului 
venit": "Strainule ce bad la poarta,/De unde vii?/ Si cine esti?..." 

Negarea propriului sine poetic duce la o dedublare care apare intr-un plan 
transcedental, de la Apollo catre planul terestru, de la sacru la efemer: "Priviti/ sandalele mi-s 
rupte,/ Iar Togga ce mi-o dete Apollo/ In noaptea cand pornii spre voi/ Abia-si mai flutura 
albastrul de-a lungul umerilor goi./Sunt gol-" ("Romanta noului venit") 

Creatia poetica reprezinta pentru poet un amestec al extremelor si negatiilor, astfel 
relatiile dintre eul liric si viata, si dintre arta sa si lumea exterioara devin instabile si reciproce. 
Conceptul dominant al universului poetic minulescian este "coincidentia oppisitorum", cu 
scopul de a infatisa estomparea granitelor dintre individualitatea umana si materia poetica: 
sacrul se uneste cu profanul, iar o pozitiile se atrag: "In armoniile eterne/ Dintr-un sfarsit/ Si 
un infinit/ Pe cei ceva au adus lumina,/ Pe cei cei ati primit cu ura/ Si i-ati gonit cu pietre/ 
Pietre ce s-or preface-n piedestale/ In clipa cand va va cuprinde betia altor idealel" 
("Romanta noului venit") 

Toate adevarurile general-valabile ale realitatii palpabile sunt negate in creatia poetica, 
descriindu-se o lume abstracta, prielnica actului creator acceptata doar pentru poet: "De unde 
vin?/Eu vin din lumea creata dincolo de zare/ Din lumea-n care n-afost nimeni din voi/ Eu 
vin din lumea-n care/ Nu-i ceru-albastru,/ Si copacii nu-s verzi, asa cum sunt la voi/ Din 
lumea nimfelor ce-asteapta sosirea faunilor goi/ Din lumea cupelor desarte si totusi pline-n 
orice clipa/Din lumea ultimului cantec..." ("Romanta noului venit") 

Simbolul triunghiului este sesizat de catre critica literara pe parcursul intregii opere 
minulesciene: "triunghiul simbolic rezolva sentimental conflictul dintre a voi (a dori) si a 
putea" 2 . 

Perfectiune aceste metafore triunghi reprezinta legatura de baza intre planul teluric si 
cel mitic, celest, iar cele doua laturi ale triunghiului intruchipeaza o permanenta miscare intre 
cele doua planuri: ascensiune si descensiune perpetua. 

Punctul fix, locul de desfasurare sau axis mundi este de cele mai multe ori un peisaj 
citadin, contemporan poetului: camera, apartamentul, plaja, parcul, gradina casei. Totusi prin 
latura ascensiunii, eul liric depaseste acest cadru proiectandu-se in infinit, insa la inceperea 
descensiunii, simbolurile incep sa se transfonne, iar eul liric devine vocal, teatral, se 
intruchipeaza de cele mai multe ori in mim sau bufon: " Sosesc corabiile,/ Vino,/ Sa le vedem 


2 S. Danciulescu, p. 106 
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cum intra-n port/ Sa le vedem cum, obosite de atata lupta cu furtuna,/ Isi lasa ancorele grele 
sa cada cate una,/Asa cumfiecarepared si-ar ingropa cate un mort..." ("Sosesc corabiile") 

Teatralitatea liricii minulesciene deriva si din imposibilitatea atingerii unei 
individualitati generand poeziilor sale in caracter global, existentialist: "Partenza!/ Mb 
cheama tangenta/ Vietii multiple,/ Traita-n betie/ Si-n vilele roze si verzi de basis/...Aplauzi 
actorii/ Ucizi autorul/ Bisezi nebunia/..Cand Yama ne sterge din Wansa prezenta/ Ma 
cheama supremul adio!/ Partenza!" ("Partenza") 

Metafora minulesciana are la baza contradictoriul, iar stilul sau original este adesea 
apreciat de criticii si redactorii vremii, Mihail Dragomirescu isi exprima aprecierea pentru 
poetul simbolist, desi acesta nu acceptase sa-si modifice poezia "Clopotele" la sugestia 
acestuia. Stilul minulescian a fost deschizator de drumuri pentru simbolismul romanesc, 
poetul fiind copiat de Emil Isac 3 . 

Dupa lansarea volumului "Romante pentru mai tarziu" publicul incepe sa se 
familiarizeze cu triunghiul metaforic minulescian, iar tinerii poeti incep sa se indrepte catre 
simbolism. 

Astfel, amploarea simbolismului romanesc devine, spre deosebire de manifestarea 
acestuia in Franta, o reactie moderata posterioara, insa: "Minulescu a vitalizare simbolismul 
romanesc, dandu-i constiinta de sine si, intr-o mare masura, o expresie sau chiar o directie 
originala." 4 

Simbolul in sine este punctul de plecare al esentei minulesciene, astfel ratarea 
existentialismului se transforma intr-o implinire a universalului. Depasirea dogmelor 
clasicismului nu reprezinta neaparat o aplecare catre avangarda, ci mai degraba un simbolism 
interpretat intr-o maniera proprie. 

Plasarea in timp si spatiu a liricii sale are cateva note predominante: marea, asfintitul, 
portul, orasul, toamna... "Toamna/ Vantul se strecoara/Suierandpe langa zid/ Si ma roaga sa- 
i deschid/ Ca-mi aduce vesti din tara..." ("Cantec de toamna”); "Sosesc corabiile,/ Vino,/Sa 
le vedem cum intra in port/ Sa le vedem cum, obosite de atata lupta cu furtuna/ Isi lasa 
ancorele grele sa cada una cate una/.../Nu stiu din care fund de lume/ Din rasarit,/ Sau din 
apus..." ("Sosesc corabiile"). 

Cromatica stilului minulescian are tonuri fixe si simbolistica acestora se pastreaza de-a 
lungul volumelor sale incepand cu "Romantepentru mai tarziu" si accentuandu-se in "Nu sunt 
ce par a fi". 

Simbolurile culorilor reprezinta reflexii ale starilor eului liric: "Din larg,/ Ca niste mid 
fragmente/ Desprinse din albastrul-infinit/ Inamoratele sirene/ Apar cu gesturi indecente" 
("Crepuscul la Tomis"). Albastrul este disimularea cerului in mare, ascesiunea prin creatie 
catre divin: "Ma agat cu mainile de astrul/ Ce ca un pescarus ranit/ Isi moaie aripa-n 
albastrul/Crepuscularei agoniil..." ("Crepuscul la Tomis") 

Moartea este transfonnata in iubire, iar semnele lui Eros sunt pictate in violet, culoarea 
sfarsitului pamantesc: "Si-abia se mai zaresc/ Se-ngroapa/ In golul zarilor patate de violetul 
inserarii" ("Romanta celor trei corabii"); "Sosesc cu panzele lunflate/ Ca niste sanuri de 
femeie/Pe care-o buza patimasa le-a-nvinetit de sarutdri" ("Sosesc corabiile") 

Asadar, planul terestru este punctul de convergenta al tuturor planurilor: celest, acvatic 
si teluric, totusi la nivel simbolic, in lirica minulesciana uscatul reprezinta limita dintre dorinta 
si realitate, intre real si imaginar. 


3 1. Brad, p. 7-24 

4 E. Manu, p. 167 
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Astfel, albastrul cerului devine verde in mediul acvatic iar verdele devine culoarea 
degradSrii in lirica lui Minulescu: “Si-n versul ei voi pune verde/ Un verde mocirlos, in care/ 
S-or ingropa pe veci iubirea acei ce nu vor mai canta/.../Nu mi-a ramas decat o pata/ O pata 
verde, ce m-apasa ca si opiatra funerara” ("Romanta celor trei romante") 

Verdele persists sub fonne diversificate care transforma speranta in dezamSgire: 
"Cheia ce mi-ai dat aseara/ Cheia de la poarta verde/ Am pierdut-o chiar aseara/.../ Am 
gasit-oprefacuta/Intr-o cupa alba, plina/Cu vin verde de cucuta" ("Romanta cheii") 

Arts poeticS minulescianS este mai degrabS o cantare a poeziei, " Romanta cheii" 
hnbinS trSsSturile simboliste adaptate intr-un stil original care confirms inclinatiile poetului 
cStre scrierile moderne. Desi, prezentatS ca un joe, poezia minulesciana capStS nuante 
hieratice, asa cum afirma G. CSlinescu: "exists un hieratism minulescian, mostenit intr-o 
mSsurS de la Macedonski, nu lipsit de cabotinism, gratios tocmai pentru asta." 5 

Metafora cheii se desfSsoarS complex, pe mai multe planuri, este o incifrare a 
mesajului poeziei dar intr-o asociere stranie: aceea a cunoasterii misterelor vietii prin izolare 
si creatie: "Si-am ramas in turnul gotic/ Turnul celor trei blazoane:/ al lubirii,/ al Sperantei/ 
si al Credintei viitoare”; dar si aceea a necunoscutului, al misterului nedescifrat: "Cheia ce 
mi-ai dat aseara/ Cheia de la poarta verde/Am pierdut-o chiar aseara" 

Echilibrul se gSseste foarte greu, deoarece cheia este constant pierdutS si regSsitS. 
Absenta acesteia dezvSlui haos, dezechilibru si imposibilitatea cunoasterii propriului sine: "Si 
am ramas in turnul gotic/Domn pe intinsele imperii/ Ale negrului haotic" 

Chiar si regasita cheia nu mai poate oferi salvarea necesarS, astfel cunoasterea oferita 
de aceasta este doar o previziune a nenorocirilor ce vor urma: "Ca intr-o carte inteleapta/ Am 
citit in fundul cupei/naufragiul ce m-asteapta" 

Opera sa lirica se grupeaza intr-o structura care este respectata in volumele sale 
"Romante pentru mai tarziu" si "Nu sunt ce par afi". Implinirea sentimentala se desfasoara la 
nivel ideatic, intr-un anumit tipar: posibilitate iubirii dar si nehotararea; avantarea 
sentimentelor si imposibilitatea implinirii acestora cu manifestarea continua a nostalgiei 
detasarii: "Daca ai crezut ca ar fi putut sa fie/ Ceva mai mult decat ce-a fast, te-ai 
inseIat!.../../N-a fast decat un zbor de triolete/ Pe care un poet le-a scris in vis,/.../Si dac-a 
fast cu-adevarat ceva,/ N-a fast decat un strop de vesnicie/ Desprinsa dintr-un meschin "el 
caetera"! ("Romanta meschina") 

Aceasta pendulare constants intre trei stari creeaza un triunghi metaforic specific 
minulescianismului: vechi si modern; conservatorism- inovatie. 

Desavarsirea poetica are loc in arta, astfel in creatie nu mai exista sovaiala, insa isi 
face aparitia un ritual precis pe care-1 urmeaza personajul-liric si care intensifies legStura 
ideatic- sentimentalS a discursului liric: "In seara cand ne-om intalni/ Caci va veni si sear a 
aceea/.../ Te-oi intreba ca si pe multele pe care le-am intrebat 'naintea ta:/ -Voiesti sau nu sa 
fii a mea?/.../Si-n seara cand ne-om desparti/.../Te voi ruga/ Ca si pe multele pe care le-am 
sfatuit 'naintea ta:/ -Sa-ti amintesti ca ai fast si-a mea" ("Romanta fara muzica") 

Poezia minulescianS atinge cote extraordinare asimiland trSsSturile macedonskiene si 
prin reluarea impasului romantic intr-o manierS moderns, preponderent simbolistS, dar in 
acelasi timp pSstrand influente ale poeticii de stil baroc. Lirica minulescianS este o poezie a 
vietii, o imbinare perfects a literaturii, a picturii si muzicii, fragmentarea discursului poetic 
are rolul de a evidentia detaliile intr-un mod asemSnStor scrierilor baroce. 


5 G. Calinescu, p. 693 
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in ceea ce priveste scrierile secolului al XX-lea, care sunt intr-o permanents 
schimbare, opera sa este constants, desi imprevizibilS. CaracterizatS de o aparentS a 
contrariilor, astfel lipsa de ordine este doar superficial, de fapt poezia sa este descrisS ca fnnd 
un mediu viu al unei naturi reinterpretate artistic si original. 

Libertatea expresivitStii artistice este doar un mediu care mijloceste epatarea pe care o 
cautS poetul in creatia sa. Totusi se evidentiazS aplecarea minulescianS cStre un simbolism 
interpretat intr-o manierS proprie, dar si studiul intens al poetului pentru curentul dadaist, 
exceland intr-o liricS a "anti-poeziei". 

TrSirea simbolistS este simtitS la cote maxime, dand nastere unei poezii individualiste 
care primeste amprenta creatorului aflat intr-un moment crucial. Ideea frumosului minulescian 
manifests un caracter aparte; prin poezia "mastilor", eul liric imbracS starea necesarS pentru 
a-si desSvarsi creatia. 

Meritul minulescian ll redS complexitatea liricii sale, care preia simbolismul intr-un 
moment de haos al literaturii Europene si il expune in fata unor lectori noi, surprinsi si incS 
reticenti fatS de o astfel de manifestare poeticS. 

Simtirea vietii in poezia minulescianS face din metafora sa o legSturS permanents intre 
inedit sau original si artificial sau traditional. Poetul incearcS sS dea un aer de complexitate 
operei sale prin dorinta sa nemSrginitS dea aspira cStre idealul creatiei, dar si de a atinge 
fericirea in forma sa metafizicS. 

Ceremonia poeticS este in lirica lui Minulescu mijlocul prin care idealul este proiectat 
in trSirea umanS. Sentimentalismul este amplificat prin metaforele "cheie", dar mai ales prin 
coloritul aparte al peisajului poetic: "As picura-ntr-o cupa cu eter/Morfina/ Si i-as cere-apoi 
asa:/ Da-mi tu ce crezi ca nu se poate da,/ Da-mi calmul blond al soarelui polar,/ Da-mi 
primul crepuscul pe Golgota/ Siprimul armistitiu planetar." (”Romanta policroma") 

in anumite scrieri poetice, esecul ocupS un loc important deoarece aduce desSvarsirea 
operei in formS ei completS. Ratarea implinirii iubirii genereazS sentimentul creatorul, de 
aceea esecul devine promotorul implinirii poetice: "Amante cu ochii verzi,/ Amante cu ochi 
adanci cafundul zarii.../ Sub ce ferestre-n veci inchise/ Mi-ati ingropat de-a pururi cantul?.../ 
Voi, moartea lor nemuritoare,/ Veniti, caci v-am gasit mormantul.../ Veniti cu toate-n 
cimitirul/ Ce-n biata-mi inima-si deschide/ Largi portile sa vd primeasca.../ Veniti, schelete 
calatoare/ Veniti, sarmane Danaide/ Cu buze cal de-ins anger ate ca-albastru-n ceasul 
inserarii" ("Romanta amantelor de ieri") 

Iluzia vietii trSite in poezie mSreste spectrul metaforelor-simbol, astfel simbolurile 
minulesciene capStS valente multiple: inima- semnificS viatS, insS la nivelul romante lor poate 
simboliza prima treaptS a mortii, usa vietii de dincolo. 

O altS trSsSturS specifics discursului liric minulescian este prezenta personajului liric, 
care transpune stSrile resimtite de poet, de cStre personajul-mim. 

in definitiv, Minulescu nu cautS o distinctie intre realitate si poezie, sugerand cS viata 
si moartea pot coexista, in acelasi fel in care realitatea nu exclude artificialul sSu, 
consecventul nu exclude spontaneitatea. Din contrS, impletirea si imbinarea acestora 
reprezintS chiar mSiestria poetului, care are capacitatea de a insufleti imaterialul: ”Ma-ntrebi 
cel care- am fast candva/ Tot eu sunt si-azi?.../ Sau sunt altcineva?/.../Iar cand n-au mai avut 
ce-mi face,/ Mi-au pres drat in pat un pumn de ace/ Convinsi c-am sa ma-ntep in ele/ Si-am sa 
mor!.../ Dar eu le-am dat cu tifla tuturor/ Si azi- desi inmormantat de ei/ De viu- / Continui sa 
traiesc, ba chiar sa scriu... ” ("Povestea mea si a lor”) 
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Triunghiul simbolic minulescian este starea post-conflictuala a actului creator: dorinta 
de aspiratie si rnarire, imposibilitatea atingerii ideatice intr-un plan uman, teluric si creatia ca 
rezultat al controverselor interioare si al depasirii obstacolului uman la nivel conceptual. 
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STATUT DU ROMAN POLICIER DANS LA LITTERATURE 
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Abstract: Excluded from the literary field for a long period of time, detective fiction begins to be 
revalued and re-discussed in the 1960s with the rising of the Functionalist School in France. As genre, 
detective fiction is considered from the beginning as corrupted literature, often assimilated to sub¬ 
literature, to paraliterature. Thus, the para-literality of this literary species becomes an intrinsic 
feature, specific to detective fiction, along with its ludic side. However, the detective novel is 
recommended to the reader in order to develop his deductive ability and his sense of observation. Its 
constitution as literary genre is not deprived of misadventures since the traditional scholars from the 
beginning of the 20th century could not admit that such a corrupted genre should appear in the 
literary field. The detective fiction used to be defined as a corpus of texts having as subject the 
discovery of a murder. However, the success of the detective fiction could be explained through its 
serial form which allows the perpetuation of the actantial narrative model “ad infinitum Nowadays, 
best-sellers do have a detective intrigue meant to assure their success to the readers. 

Keywords: detective novel, authentic literature, degraded literature, the bad genre, the field of 
subculture. 


Le concept de « roman policier » en France ou « detective story » dans Fespace anglo-saxon 
naquit apres la parution des oeuvres qu’il represente comine genre litteraire. Meme les 
definitions du genre policier sont assez fluides et elles ne peuvent pas couvrir la totalite des 
oeuvres policieres qui paraissent. Au fait, il s’agit d’une multitude de definitions qui ne 
correspondent pas entierement a la multitude des thematiques abordees par les recits policiers. 
On remarque aussi qu’il y a un decalage entre l’epoque de sa gloire et la critique litteraire qui 
s’est penchee sur le roman policier. Cela a conduit certains critiques et theoriciens du roman 
policier, comme Uri Eisenzweig a affirmer qu’on peut « soupconner que l’histoire du roman 
policier pourrait bien n’etre, apres tout, que celle d’une perception »'. 

L’histoire du roman policier commence avec la nouvelle d’enigme d’Edgar Allan Poe, 
« Double assassinat dans la rue Morgue » 1 2 et le roman de Gaboriau « L’affaire Lerouge » 3 . 
Certainement on ne peut pas penser que la parution des recits d’enigme pure de Poe ou du 
roman policier feuilleton de Gaboriau ont eu un grand impact dans la litterature, meme s’ils 


1 Eisenzweig, Uri, « Autopsies du roman policier », Union Generale d’Editions, 1983, p. 8. 

2 The Murders in the Rue Morgue, nouvelle parue en avril 1841 dans Graham's Magazine , traduite ulterieurement en fran 9 ais 
par Isabelle Meunier et par Charles Baudelaire en 1856, nouvelle qui parut en « Histoires extraordinaires ». 

3 Roman publie en feuilleton en 1863 dans le journal Le Pays, repris en 1866 dans le quotidien Le Soleil, avec des 
modifications. 
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ont ete vendus tres bien et le public a apprecie les raisonnements deductifs que Poe expose 
dans ses nouvelles policieres. Le roman policier feuilleton de Gaboriau apporte un terrne 
nouveau dans la litterature : le roman «judiciaire » qui prefigure, en quelque sorte, la 
thematique du genre policier. 

Au moment de la parution des nouvelles d’enigme de Poe, le terme et le metier de 
« detective » n’etaient pas encore inventes ; ils seront utilises deux ans plus tard par Scotland 
Yard et devenus celebres avec les nouvelles de Conan Doyle. 

Les nouvelles de Poe, dont 1’impact etait quasi insignifiant et incertain dans la litterature 
anglophone, furent reevaluees et connurent un reel succes dans la litterature franchise, une 
fois traduites en 1856 par Baudelaire. Plus tard, dans les annees 1890, le genre policier 
connait la « cristallisation d’une perception generalisee du roman policier comme une 
categorie litteraire specifique, sans doute generique » 4 , grace a la presse anglo-saxonne qui 
publie dans les magazines de l’epoque des « detective stories ». Eisenzweig affirme que « ce 
n’est pas Poe qui a cree le recit policier, c’est le genre policier qui, pour naitre, reclame un 
parrain (deux parrains, s’il l’on compte Gaboriau) » 5 . La genese du recit policier n’entraine 
pas necessairement l’apparition du genre policier comme genre litteraire. 

La critique du genre prefere employer le terme « policier » en France, au detriment de 
«judiciaire » et dans l’espace anglo-saxon, au lieu de « criminal romance » on utilise les 
termes « detective story » et « crime fiction ». On remarque aussi une nouvelle tendance de la 
critique litteraire traditionnelle concernant les oeuvres policieres, critique qui se penche non 
seulement sur les auteurs de policiers mais aussi sur le texte policier en soi et sur le 
phenomene de «roman policier», meme si les critiques n’utilisent pas les termes de 
litterature policiere ou criminelle et n’en sont pas conscients. Les articles paras a cette 
epoque-la sur le roman policier, critiquaient la multitude de textes a thematique criminelle et 
la prevalence des themes policiers dans la litterature. On opere immediatement un clivage 
entre la litterature proprement dite et les textes qui ont comme thematique centrale un crime. 

Alors, en raison des considerations d’ordre ideologique et moral, le genre policier a ete 
exclu de la litterature, parce qu’on avait peur que le succes du genre policier ne constitue une 
source d’inspiration pour les criminels et les malfaiteurs qui augmenteraient le nombre des 
crimes. Une autre raison pour exclure le genre policier de la grande litterature etait de nature 
esthetique : le recit policier est devenu une menace a cause de son succes. Les critiques 
perQoivent le roman policier comme un danger pour le public parce que, d’une part, il 
represente une « mauvaise litterature » qui peut vulgariser et corrompre le lecteur du point de 
vue moral et spirituel et d’autre part 1’attraction des masses vers ce genre peut transformer 
leurs gouts d’une maniere indesirable. 

Ce qu’on reproche souvent au recit policier c’est son caractere ludique, le roman 
policier etant au fond un jeu qui prend forme de recit. Le jeu suppose un probleme que 
l’auteur expose au lecteur, l’invitant en meme temps d’essayer le resoudre. Cette parallele 
entre le roman policier et le jeu date depuis l’apparition du genre policier qui a ete associe, 
des le debut, avec le jeu. D’ailleurs, c’est grace a ce cote ludique que la fiction policiere a pu 
etre classifiee comme genre et qu’on a pu etablir des regies tres strictes destinees a aider 
l’auteur de litterature policiere a rediger un bon recit policier. Ces regies assuraient le [air¬ 
play dans la relation auteur - lecteur, l’auteur devant respecter certaines consignes comme 
l’usage des poisons connues, 1’interdiction d’utiliser des jumeaux identiques, etc. Entre 1920- 


4 Eisenzweig, Uri, « Autopsies du roman policier », Union Generale d’Editions, 1983, p. p. 11. 

5 Ibidem, p.ll. 
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1930, periode consideree comme « l’Age d’Or» du roman policier, commence la course 
entre le detective et le lecteur pour dechiffrer, decoder les indices parsemes par 1’auteur en 
quete du criminel. Paradoxalement, le jeu, qui represente le cote positif du roman policier, 
conduit la critique litteraire a assimiler le roman policier a la non-litterature : « La coincidence 
chronologique entre la naissance, puis l’epanouissement du genre, d’une part, et l’insistance 
grandissante sur son rapport au jeu, de 1’autre, est ainsi extremement frappante et indique de 
toute evidence une forte correlation entre l’existence meme du roman policier et sa perception 
comme non-litterature » 6 . 

Dans les annees ‘30, la critique recommandait le roman policier au lecteur pour 
developper ses habiletes de deduction et d’observation, ce qui sauvait le genre policier du 
denigrement absolu, n’etant pas entierement et totalement deconsidere et regarde comme 
« une calamite - a condition qu’on laisse l’Art, la veritable Litterature de cote. C’est que, jeu 
charmant, le roman policier n’en est mo ins une litterature deplorable » 7 . On peut se demander 
si cette resistance acharnee de la critique litteraire traditionnelle contre le roman policier 
n’etait pas justifiee, en considerant qu’on pouvait deja parler d’un genre bien constitue. « Le 
constituer comme genre, c’est qualifier l’anti-romanesque d’antilitteraire. C’est le nommer, 
c’est-a-dire l’exorciser, retabbr la hierarchie des choses, la securite des valeurs » 8 . Ainsi, 
l’etiquette de « mauvaise litterature » est un prejuge a titre de jugement de valeur applique au 
roman policier, « un decret proprement constitutif du genre » 9 qui designe un grand nombre 
de livres constitues en categorie. Les preoccupations pour une critique qui vise l’analyse et la 
classification des romans policiers, phenomene litteraire apparu a ce moment-la, date, selon 
Eisenzweig, depuis 1899, quand Katharine Pearson Woods tend a classifier les recits 
policiers, qu’elle appelle « Detective Novels », selon leur sujet, leurs dimensions et leur 
maniere de construction. II s’agit de « cette categorie de recits qui traite de la decouverte d’un 
crime et que nous appelons romans ou recits ‘policiers’, selon leur longueur et mode de 
construction » 1() . 

La critique litteraire traditionnelle trouve scandaleux et inacceptable l’existence d’une 
« ecole de litterature policiere » n parce que, de cette maniere, on affirmait et certifiait le statut 
de la fiction policiere comme genre a part; or la critique de cette epoque-la ne pouvait pas 
reconnaitre un tel phenomene d’ampleur comme la constitution de la fiction policiere dans un 
genre autonome et independant au cadre de la litterature, le genre policier etant considere 
comme inacceptable dans le discours de l’ecole critique de l’epoque. 

Le statut du roman policier s’est modifie, etant revalorise dans les annees 1960 avec 
l’avenement de l’Ecole Fonctionnaliste et du courant structuraliste. C’est la periode ou la 
poetique, qui s’est mise a analyser les oeuvres appartenant aux soi-disant genres « bas » de la 
litterature, a pris un grand essor. « Per?u comme genre, le roman policier ne pouvait etre 
considere, des I’abord, que comme une litterature degradee » 12 ; le genre policier a ete 
souvent assimile a la sous-litterature, a la paralitterature. La para-litteralite est devenue un 
aspect intrinseque, specifique au genre policier, associee au roman policier des le moment de 
sa naissance, tout comme la parallele entre le jeu et le roman policier. Le roman policier est 


6 Ibidem, p. 18. 

7 Ibidem, p.19. 

8 Ibidem, p.25. 

9 Ibidem, p.20. 

10 Ibidem, p.21. 

11 Ibidem, p.21. 

12 Ibidem, p.21. 
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visiblement asservi aux lois du marche, marque par le principe de la consommation et 
conditionne par les politiques editoriales : « Collections, series, auteurs, heros participent aux 
strategies commerciales qui peuvent se traduire en rivalites vives pour la conquete du 
marche » 13 . Les maisons d’edition specialisees dans la publication des romans policiers et les 
grandes maisons d’edition considerees comme elitistes rivalisent pour s’approprier un genre 
soi-disant « trivial » rnais, en meme temps, efficace et competitif qui leur apporte du profit et 
qui, « etant donne sa reputation ludique de bon aloi, n’offre rien de compromettant » 14 . Les 
series policieres reproduisent le travail des detectives et des inspecteurs de police qui 
resolvent les cas l’un apres l’autre, dans une routine serielle : «lei, la ‘serie’ prend tout son 
sens en tant que mode de rationalisation du produit. L’astuce est qu’en l’occurrence elle 
s’autorise d’un double vraisemblable ‘intradiegetique’ : on n’en a jamais fini avec le crime et 
chaque jour apporte son lot de faits divers (vraisemblable ideologique) ; en passant d’une 
enquete a l’autre, le detective ne fait que son metier, lui-meme seriel (vraisemblable 
institutionnel)» 15 . 

Le statut du roman policier dans la litterature a ete influence aussi par sa dimension 
ideologique et sociologique. Marc Lits souligne 1’impact de la violence et des actes re¬ 
probables presentes dans le roman policier qui ont influence sa perception par le public et par 
les ecoles de critique litteraire. 

Le rapport roman policier - litterature represente encore un probleme a discuter et meme 
les auteurs de fiction policiere ont commence a 1’analyser. Thomas Narcejac, lui-meme 
ecrivain de litterature policiere, se demande pourquoi le roman policier est assimile a la 
paralitterature: «Pourquoi dit-on souvent que le roman policier est un genre 

‘paralitteraire’ » ? Parce qu’il vit de concessions ? Parce qu’il fait appel aux passions les plus 
troubles ? » 16 . II precise pourtant qu’il y a des critiques qui considered « qu’il n’y a pas, en 
litterature, de genres mineurs, mais uniquement de bons et de mauvais livres » 17 , ce qui nous 
parait une opinion plus raisonnable. Inventoriant quelques opinions de W. Faulkner, E. 
Hemingway E.M. Forster, H. Miller, F. Mauriac, G. Simenon, L. Durrell sur la maniere de 
rediger un roman, « un vrai roman », Narcejac conclut que rediger un roman appartenant a la 
grande litterature suppose un coup de genie et laisser le roman se developper « comme un 
foetus » 18 , car l’ecrivain « porte en lui le roman, le nourrit de sa substance, mais ignore, 
pendant la gestation, ce que sera son fruit. Pas de plan. Pas de regies. L’intelligence ne doit 
pas intervenir dans le sourd travail de germination. [...] C’est mauvais de reflechir. [...] On 
risque d’aboutir a un exercice litteraire machinal » 19 . 

L’ecrivain est per$u comme un genie, un demiurge, un createur qui, pendant un 
processus inconscient, qu’il ne peut pas controler, fait naitre son oeuvre litteraire. Si ces 
conseils nous donnent des indices pour ecrire un vrai roman, ils nous avertissent en meme 
temps comment ne pas ecrire un roman policier, parce que, comme nous l’avons deja montre, 
ecrire un roman policier suppose avoir un plan et respecter des regies et des conventions, 
reflechir sur la forme, sur le style et faire preuve de beaucoup de logique dans l’enchainement 
des actions des personnages. Le roman policier, qui fait partie de la litterature de 


13 Dubois, Jacques, Le roman policier ou la modernite, Edition Armand Colin, 2006, p. 69. 

14 Ibidem. 

15 Ibidem p.69-70. 

16 Narcejac, Thomas, Une machine a lire : le roman policier, Denoel, Paris, 1975, p. 15. 

17 Ibidem 

18 Ibidem, p. 17. 

19 Ibidem, p. 17. 
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consommation, s’oppose, selon l’opinion de Narcejac, a la litterature authentique, a la vraie 
litterature : « Face a la litterature authentique, il y a ‘la litterature de consommation, dont le 
roman policier est sans doute le rnodele le plus acheve’ » 20 . 

Si dans le roman considere comrne appartenant a la litterature authentique, a la vraie 
litterature, Narcejac exprime l’opinion que « le personnage detruit l’histoire, se nourrit a ses 
depens, pour exister d’une vie qui lui est propre, qu’il arrache a son auteur » 21 , dans le roman 
policier « c’est le lecteur qui detruit l’histoire et se nourrit a ses depens, simplement pour 
passer le temps » 22 . 

Lits affirme que Narcejac veut faire la difference entre l’inspiration de nature divine du 
vrai ecrivain et l’habilete du feuilletoniste de creer des modeles : «II y a, en fait, pour 
Narcejac une grande difference entre ces deux types de litterature, car si le ‘reel’ ecrivain 
possede le genie createur, le feuilletoniste ne dispose que d’habilete » 23 . Narcejac souligne 
que « le createur invente l’echiquier, le feuilletoniste invente les coups » 24 et se demande si le 
caractere seriel et ludique du roman policier, ne l’exclut du champ litteraire : « Si le roman- 
probleme est une machine, n’est-il pas, par la meme, d’une nature essentiellement non 
litteraire ? » 25 Serait-il, dans ce cas, impropre de rapporter le roman policier a la litterature ? 

La creation de l’oeuvre litteraire, de l’oeuvre d’art, en general, a ete longtemps pcrgue 
comme un phenomene qui tient d’un processus irrationnel, du genie createur, d’un processus 
inconscient qui echappait au pouvoir du createur. Le processus createur est dirige par le 
Demon et il ne faut pas le perturber : « Ce qui compte pour eux, c’est la ‘transe’, l’alienation, 
le moment ou ‘Je est un autre’. Et cet etranger, qui tient la plume, s’il accepte d’etre surveille 
par l’intelligence, refuse, en revanche, d’etre dirige par elle » 26 . 

Poe a essaye de demythiser ce courant de pensee, en demontrant que la creation d’une 
oeuvre litteraire peut tres bien etre un processus de fabrication, tout en respectant quelques 
regies de construction bien definies. Il nous offre la preuve du roman policier qui est le 
produit d’un processus de fabrication, d’un long raisonnement, d’un plan bien mis au point: 
« Or, Poe soutient juste le contraire. Pour lui, l’oeuvre litteraire doit se developper dans la 
clarte. [...] L’inspiration n’existe pas. Il n’y a que le travail, la recherche lucide, qui compte. 
[...] il faut raisonner, et non pas s’en remettre a l’instinct. L’invention n’est pas un don 
incomprehensible, c’est une technique. [...] Le drame litteraire: conscience ou pas 
conscience [...] » 27 . 

Poe s’avere un visionnaire car ses theories vont etre reprises par Henri Bergson et par 
les representants du positivisme qui confirment sa vision sur l’univers pcrgu comme un 
mecanisme. Un mecanisme est gouverne par des lois et la creation de l’oeuvre litteraire est, a 
son tour, une technique gouvemee par des lois. C’est dans ce contexte litteraire que le roman 
policier apparait et il essaie a mettre en oeuvre les principes enonces par Poe, c’est-a-dire de 
techniciser l’ecriture, la creation litteraire, l’invention, qui etaient jusqu’a ce moment-la 
pcrgucs comme un don divin. Comme l’affirme Narcejac, le roman policier est un etre vivant 
par ses personnages conduits par leurs passions, par leurs vices, par leurs petites manies 


20 Narcejac, Thomas, op. cit., p.246. 

21 Ibidem, p.236. 

22 Ibidem, p.246. 

23 Lits, Marc, op.cit., p.104. 

24 Narcejac, Thomas, op. cit., p. 246. 

25 Ibidem, p. 235. 

26 Ibidem, p. 237. 

27 Ibidem, p. 237. 
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cachees des yeux des autres : « Le roman policier vit; il met en scene des personnages mus 
par des passions, soumis a des epreuves, domines par le destin » 28 . 

Exclu du champ litteraire, le roman policier se place en position dominante dans le 
champ de la sous-culture a cause de son frele cote symbolique, de son caractere seriel et 
ludique associe clairement au divertissement. La mediocrite du roman policier n’est pas 
determinee seulement par son statut socio-culturel, mais aussi par sa double origine, a la 
limite entre la litterature populaire et la litterature intellectuelle. Doyle et Simenon ont essaye 
d’eliminer la difference qui existait entre ces deux types de litterature. 

Une fois decouvert le temps bergsonien, c’est-a-dire la duree subjective et son 
importance dans l’oeuvre litteraire, la querelle des Anciens et des Modernes a recommence. 
Les auteurs de policiers se sont places du cote des Anciens, du cote de 1’intelligence et de la 
logique, tenant compte des appels lances par Austin Freeman contre ce type d’« art modeme » 
qui se propose, apres Joyce, de detruire l’oeuvre litteraire et de garder seulement ce qui s’auto- 
ecrit, comme dans le nouveau roman, ce qui s’avere quand meme absurde. On peut faire, bien 
sur, des experiences litteraires comme Raymond Queneau dans « Un conte a votre fag on », 
mais ce sont, quand meme, seulement des experiences. 

Le roman policier fait le choix entre le sens et le non-sens, entre la logique et 1’absurde. 
II s’oppose a la notion de « concret» definie par Joyce comme « existentiel» dans la 
litterature, concret qui devient absurde dans le nouveau roman. En ce sens le roman policier 
devient un roman d’avant-garde qui reagit contre l’antiroman, terme en vogue a cette epoque- 
la. Ce terme a ete employe pour la premiere fois dans la critique litteraire par Jean-Paul 
Sartre pour designer une forme d’oeuvre litteraire qui deforme et fragmente la realite de 
l’experience presentee par les personnages, qui ne presente pas les faits dans un ordre 
chronologique et qui introduit la notion de personnage sans personnalite determinee, 
equilibree et homogene. L’antiroman se trouve a l’antipode du roman policier qui aime la 
rigueur dans la description des faits. De meme, Narcejac cite l’opinion de Marjorie Nicholson 
qui fait l’eloge du roman policier comme litterature objective, comme litterature qui fait appel 
a l’intellect, comme litterature d’evasion de «1’informe vers la forme » 29 , du neant vers 
l’existence : « Le roman policier ignorera toujours l’existence, cette fag on incomprehensible 
d’etre-au-monde sans raison, sans cause, comme une breve phosphorescence entre deux 
neants. Lui, au contraire, se nourrit rigoureusement de causes et d’effets ; il est un concret par 
construction, oppose au concret par destruction. [...] Nous nous sommes revoltes devant une 
litterature subjective et nous souhaitons la bienvenue a une litterature objective ; nous fuyons 
devant 1’emotion pour ecouter l’appel de l’intellect. [...] Nous voulons nous evader de 
l’informe vers la forme [.. ,]» 30 . 

Le roman policier extrait l’ecriture du neant, il lui donne une forme fixe et un sens 
soumis aux lois de construction du genre. En meme temps, le roman policier est aussi 
« l’antithese et la negation » 31 du roman realiste traditionnel, comme le remarque Marc Lits, 
citant aussi l’opinion qu’Uri Eisenzweig exprime dans son ouvrage « Autopsies du roman 
policier » : « Le roman policier ideal semble constituer le reflet inverse du roman realiste. 
[...] » 32 . Genre exclu de la litterature a cause de sa forme serielle et de son caractere ludique, 
considere mediocre a cause de la classe sociale de son public, le roman policier devient un 


28 Ibidem, p. 239. 

29 Ibidem, p. 242. 

30 Ibidem, p. 242. 

31 Lits, Marc, op.cit, p.108. 

32 Eisenzweig, Uri, op.cit., p.26, Lits, Marc, op.cit., p.108. 
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genre avant-gardiste qui realise une mediation entre science et litterature et c’est d’ici que 
surgit son importance dans l’histoire litteraire. 

Pourtant, le roman policier depasse le stade de produit litteraire moyen et on le voit se 
caracteriser par « une singularity radicale et tres tot reperable » 33 . II constitue un genre a part, 
isole dans le champ de la litterature, « une maniere d’isolat, [...] d’institution reduite enclavee 
dans une grande institution » 34 . Le public et les critiques le traitent separement, le genre est 
exclusif et tres specialise, les critiques et les lecteurs s’en occupent comrne activite isolee et 
specifique. Le public prefere ce type de lecture aux moments specifiques de son existence 
comme: voyages, vacances, maladies, insomnies... La parution du roman policier se 
specialise dans des collections qui se trouvent dans des secteurs separes des librairies, comme 
les enclaves. Son cote ludique est double par sa nature de demarquage entre la « vraie » 
litterature et la paralitterature, la litterature de centre et la litterature de peripherie : « Ludique 
par nature, il endosse sans peine un role de demarquage des dispositifs institues par la 
production serieuse ou legitime » 35 . 

En conclusion, le roman policier a gagne son titre de noblesse dans l’histoire de la 
litterature, apres avoir longtemps ete denigre, deconsidere et exclu des le debut du champ 
litteraire a cause des critiques qui le percevaient comme un genre corrompu et « mauvais ». 
Genre peripherique, le roman policier a reussi a sortir de la sphere paralitteraire et devenir un 
genre intellectuel de nos jours, assurant des intrigues de succes pour les best-sellers. Le 
succes du roman policier est du surtout aux masses de lecteurs qu’aux critiques litteraires qui 
ont toujours eu peur de l’ampleur du phenomene de la fiction policiere parmi le grand public 
lecteur. Tandis que son histoire est tumultueuse et parfois decevante, son present et son avenir 
s’averent etre prometteurs. 
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RADU COSASU AND THE LITERARY EXPERIMENT : THE NOVEL 

* 

PERSONAL MONKEYS 


Ecaterina-Kerstin Botezatu 
PhD Student, University of Bucharest 


Abstract: This essey is on the literary experiment in Radu Cosasu’s ’’Personal Monkeys ” novel 
(1968). It can be obser\’ed both the (unassumed) synchrony with T&rgoviste School’s textualism and 
the possibility of considering the novel a presumable influence for the 1980’s Romanian writers, based 
on the avant garde and surrealist techniques used by the author. Personal Monkeys is a form of 
literature without boundaries, written in Radu Cosasu’s characteristic style, where literary genres and 
styles kaleidoscopically merge into an unique writing. 

Keywords: autofiction, experiment, narrative techniques, Radu Cosasu, textualism 


indepartarea lui Radu Cosasu de orice reminescenta a realismului socialist este 
definitiv obtinuta odata cu romanul Maimutele personale, publicat in anul 1968, text pe care, 
asa cum mentionam anterior, autorul il considera adevaratul sau debut literar. 

In anul in care aparea romanul Maimutele personale (1968), Radu Cosasu era cunoscut 
mai ales pentru reportajele sale, si mai putin pentru scrierile literare, mai ales in conditiile in 
care cele mai rnulte dintre acestea puteau cu greu aspira la statutul de literatura, din cauza 
covarsitorului procent ideologic continut. Receptarea critica a acestui roman nu a fost una 
preponderent pozitiva, el Hind pus de cele mai rnulte ori in balanta cu ulterioarele 
Supravietuiri tocmai din cauza faptului ca, pana la aparitia primului volum al acestora (la o 
distanta de cinci ani, in 1973), vizibilitatea lui Cosasu in lumea literara era minima, abia dupa 
acest moment el fiind receptat de publicul larg drept autor de literatura. Eugen Simion observa 
in legatura cu romanul Maimutele personale ca acesta ar fi „atras atentia asupra 
diponibilitatilor epice ale reporterului, dar nu 1-au impus” 1 . In anii ce au urmat acestei scrieri, 
pana la aparitia primelor Supravietuiri, Cosasu a publicat alte doua volume, Un august pe un 
bloc de gheata (1971) si Viata in filmele de cinema (1972), ambele constand, de fapt, intr-un 
colaj de articole in care literaritatea trecea de cele mai rnulte ori pe planul secund, fapt ce nu a 
facut decat sa sporeasca credibilitatea reporterului in detrimentul scriitorului. Astfel se face ca 
adevarata recunoastere a talentului de prozator al lui Radu Cosasu avea sa vina abia dupa 
1973, scrierile dinaintea acestui an fiind, de rnulte ori, trecute cu vederea de exegeti. 

Un motiv in plus pentru lipsa de vizibilitate a romanului Maimutele personale ar 
putea fi si faptul ca aparitia sa coincidea cu perioada de suprematie a „prozelor de dezvaluire 


1 Eugen Simion, Scriitori romdni de azi. III, editura Cartea Romaneasca, Bucuresti, 1984, p. 462. 
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cu accente justitiare” 2 , mai exact a scrierilor „obsedantului deceniu”, cum avea sa numeasca 
Marin Preda perioada stalinismului integral sub dictatura lui Gheorghe Gheorghiu-Dej. In 
prim-plan era 11 re sc sa se regaseasca o literature ce viza divulgarea ororilor din anii ’50, 
regasita in textele lui Marin Preda, Augustin Buzura, Eugen Barbu, Alexandru Ivasiuc, etc. 
Mai tarziu, Radu Cosasu a fost si el adesea inclus in pleiada autorilor ce au abordat aceeasi 
tematica a „obsedantului deceniu” (mai ales in cadrul Supravietuirilor), insa dintr-o alta 
perspective si cu o alta miza: „Cosasu propune o formula inedita si riscanta: biografia unei 
epoci pe care autorul si-o asuma pe masura ce o divulga si se autodivulga” 3 . Acesta este cazul 
si in ceea ce priveste Maimutele personate, prin dezvaluirile pe care le confine - mai ales la 
nivel subtextual - , chiar daca imaginea globala recreate este aceea a unei lupte pentru 
supravietuire a la legere: „Paul Rusescu, personajul din Maimutele personale, joaca rugby, 
fotbal si calatoreste prin toata lumea, talentul sau sportiv sfidand pared autobiogralia nu 
tocmai «curata» - actul de la care pleaca sau la care ajung multe din cartile «obsedantului 
deceniu» sase” 4 . O lupta subterana impotriva sistemului exista si aici, insa isi pierde din 
consistent odata ce este relocate in contextul literar al momentului, aieturi de alte scrieri 
sincrone. 

Eugen Negrici observa ce odate cu domolirea cenzurii si a interferentei politicii in 
literature, dupe o perioade de recuperare a modernitetii si a vechilor forme literare infranate 
dupe al doilea rdzboi mondial, „s-a declansat un proces de rapide si cam burlescd sincronizare 
cu experientele noului roman” 5 de influence franceze. Din dorinta de a se indeperta cat mai 
mult si cat mai repede de vechile sabloane impuse timp de mai bine de un deceniu, scriitorii 
se se orienteazd inspre o literature „de cazuri”, fragmentard, atipice si bizare, intr-un cuvant 
contradictorie schematismului anterior, sernn ce „prozatorul trebuia se se obisnuiascd cu noua 
stare de lucruri, sd-si caute «timbrul» specific in multitudinea variantelor care se aflau in fata 
sa” 6 . Acesta poate fi si motivul pentru care primul roman eminamente „liber” al lui Radu 
Cosasu ste sub semnul experimentului, cdci autorul se afla in cdutarea propriei formule 
literare, capabile se transmite mesajul anticomunist, dar si se scape totodate de vigilenta (incd 
active) a cenzurii. 

Romanului de fate i s-au adus numeroase imputdri de cdtre critici. Nicolae 
Manolescu spunea despre Maimutele personale cd este un „roman satiric lard sare si piper” 7 ; 
in Dictionarul scriitorilor romani acesta este amintit ca o „scriere excesiv elaborate si prin 
urmare evazivd fate de miza minord a subiectului” 8 , in timp ce Ungheanu ii reprosa „o prea 
savantd regizare a episoadelor care chinuie sistematic find lecturii” 9 . Romanul nu este, intr- 
adevdr, una dintre realizdrile de varf ale lui Radu Cosasu, insd este, inainte de toate, o scriere 
in care talentul autorului se ascute si in care miza cea mai importantd nu este nici narativul - 
suficient de banal, marcat de rdstrundri de situatie profund artificiale, deci neverosimile - , 
nici denuntul tacticilor staliniste - si el destul de evaziv - , ci tehnicile literare complexe care, 
in ciuda eterogenitdtii (si, de multe ori, a gratuitdtii), reusesc sd transforme romanul intr-un 
studiu de caz destul de interesant in epocd. 


2 Eugen Negrici, Literatura romana sub comunism. Proza, Editura Fundatiei PRO, Bucuresti, 2006, p. 158. 

3 Petru Poanta, Scriitori contemporani. Radiografii, Editura Didactica si Pedagogica, R.A., Bucuresti, 1994, p. 101. 

4 loan Holban, Profiluri epice contemporane, editura Cartea Romaneasca, Bucuresti, 1987, p. 61. 

5 Eugen Negrici, op. cit., p. 161. 

6 loan Holban, op. cit., p. 14. 

7 Nicolae Manolescu, Istoria critica a literaturii romane. 5 secole de literatura, Editura Paralela 45, Pitesti, 2008, p. 1115. 

8 Mircea Zaciu, Marian Papahagi, Aurel Sasu, Dictionand scriitorilor romani. A-C, Editura Fundatiei Culturale Romane, 
Bucuresti, 1995, p. 668. 

9 M. Ungheanu, Arhipelag de semne , editura Cartea Romaneasca, Bucuresti, 1975, p. 173. 
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incadrarea acestui text intr-un anumit curent sau intr-o anumita miscare literara 
este extrem de dificila, si aceeasi situatie se va extinde si asupra operelor ce i-au urmat. 
Anticipand intrucatva Supravietuirile prin complexitatea psihologica a personajului, prin 
coincidentele autobiografice (si aici nelipsite), dar si printr-o serie de tehnici narative 
experimentate de Cosasu pentru prima data, Maimutele personate sunt totodata si primul pas 
inspre o modernitate (sau, de ce nu, o postmodernitate) a scrierilor acestui autor. 
Neomogenitatea stilului, permanentele inflexiuni si slalomurile printre tehnicile narative sunt 
numai cateva dintre trasaturile care i-au determinat pe unii critici sa vada in acest autor un 
precursor (indepartat si neasumat) al optzecistilor si al postmodernismului, fara a fi fost insa o 
influenta directa : „avand in vedere o anumita directie a prozei din anii ’80, cartea poate fi 
considerate un inceput; numai ca nu este asa, ea fiind, de fapt, uitata” 10 . Aceleasi 
caracteristici care asaza romanul printre scrierile experimentale destul de ingenioase in epoca 
sunt insa, totodata, si cele care ii scad valoarea, acestea nefiind decat niste tentative literare, in 
mare parte nereusite. Este suficient totusi sa trecem in revista cateva dintre influentele 
identificate de exegeti de-a lungul timpului („roman satiric” * 11 , „singurul roman avangardist al 
momentului”, in care se regaseste si limbajul oniric 12 , suprarealist, dadaist ori joyce-ian 13 ) 
pentru a ne da seama ca toate aceste etichetari sunt tot atatea dovezi ale unei scriituri 
complexe si suficient de inedite la momentul aparitiei. 

In ceea ce priveste „epoca” literara ce se deschide pentru Radu Cosasu odata cu 
Maimutele personate, nu putini sunt cei care gasesc o asemanare intre acest autor si 
reprezentantii „Scolii de la Targoviste” (Mircea Horia Simionescu, Costae he Olareanu, Radu 
Petrescu) - asemanare intamplatoare, tinand cont de publicarea tardiva a textelor 
targovistenilor. Chiar daca Radu Cosasu nu va atinge performantele textualiste ale acestor 
autori, scrierile sale se vor apropia de substanta lor literara prin autofictiunea practicata mai 
ales in volumele de mai tarziu. in Postmodernismul romanesc, Mircea Cartarescu observa ca 
„al doilea modernism” (cel postbelic) a fost reprezentat, de fapt, de doua curente paralele : pe 
de o parte modernismul „oficial”, doar o prelungire a aceluiasi curent antebelic, cunoscut de 
public si, prin urmare, supus cenzurii, fara o continuitate in peisajul literar romanesc ; pe de 
alta parte, un alt curent „subteran”, reprezentat de „Scoala de la Targoviste” si de poetii 
oniristi, „continuatorul legitim al literaturii romane in procesul firesc al evolutiei formelor 
literare” 14 , influenta directa a optzecistilor si precursor al postmodernismului. Una dintre 
legaturile directe ale lui Radu Cosasu cu scriitorii targovisteni este utilizarea ironiei (procedeu 
postmodernist), dupa cum observa Mihai Zamfir analizand Supravietuirile lui Cosasu si 
Nesfarsitele primejdii de Mircea Horia Simionescu : „amandoua operele desemneaza, teoretic, 
acelasi mod de existenta a ironiei” 15 . loan Holban identifica numeroase „coincidente” intre 
scrierile tirgovistenilor si cele ale optzecistilor, cele mai multe dintre acestea aplicand-se si in 
cazul prozei (extinse) a lui Cosasu, dovada a existentei unui culoar comun pentru textele 
tuturor acestor autori: „literatura ca trecere in text a realului si a biografiei, rolul privirii, 
fimctiile codului cultural, tentatia absoluta a experimentului, preferinte literare sau chiar 
muzicale comune, provocarea cititorului, de-construirea textului pentru a lasa constructia pe 


10 Petru Poanta, op. cit , p. 101. 

11 Nicolae Manolescu, op. cit., p. 1115, Alex Stefanescu, Istoria literaturii romane contemporane. 1941-2000, editura Masina 
de sens, Bucuresti, 2005, p. 356. 

12 Petru Poanta, op. cit., p. 100-101. 

13 Cornel Ungureanu, Proza $i reflexivitate, editura Eminescu, Bucuresti, 1977, p. 218. 

14 Mircea Cartarescu, Postmodernismul romanesc, editura Humanitas, Bucuresti, 2010, p. 137. 

15 Mihai Zamfir, Ironia contemporand: conditia ei stilistied, in „Viata romaneasca”, nr. 7-8, 1978. 
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seama celui care parcurge paginile cartii, textul ca ex-punere a existentei, folosirea persoanei 
intai si parasirea modului «clasic», inaderenta la orice fel de «dogma» estetica care s-ar putea 
numi «regula» de compozitie” 16 . Chiar si in aceste conditii, trebuie sa recunoastem ca, in 
esenta, opera lui Radu Cosasu se intersecteaza cu cea a targovistenilor mai ales la nivelul 
tehnicilor narative, prin utilizarea unor fonnule inovative ce isi gaseau originea in special in 
suprarealismul antebelic. Dumitru Ungureanu observa ca Radu Cosasu ar fi putut li afiliat 
Scolii de la Targoviste : „Tehnica sa literara aduce cu a lui Mircea Horia Simionescu. Ironia 
bonoma seamana cu a lui Costache Olareanu. Devotamentul pentru literatura, pentru pagina 
scrisa-tiparita ll egaleaza pe-al lui Radu Petrescu. Iubirea pentru orasul Bucuresti nu e mai 
prejos decat a lui Al. George” 17 . Intre cele doua literaturi exista insa o distanta care 
marcheaza, in linii mari, granita dintre modernism si postmodernism. Caci daca cel din urma 
este reprezentat, intr-o forma incipienta, prin plasarea in prim plan a textului ca fauritor de 
realitate, asa cum se intampla preponderent in cazul scrierilor targovistenilor, modernismul isi 
gaseste, mai degraba, expresia in scrierile cosasiene, unde viata este cea care da masura 
literaturii si, prin urmare, si a textului: „Obiectivul declarat [al „Scolii de la Targoviste”] este 
acum trans-formarea lumii in text si nu trans-ferarea acesteia, cele doua infinitive lungi 
desemnand prin ele insele zonele ce despart doua moduri de a scrie si de a concepe pozitia 
cartii si a autorului ei in realitate” 18 . In cele din urma, tehnica modernista a interiorizarii si 
asumarii realitatii nefalsificate (preluata de Radu Cosasu pe filiera camilpetresciana) este si 
cea care a dat, de-a lungul timpului, masura stilului acestui autor care „nu concepe scrierea de 
sine in absenta istoriei imediate” 19 . 

in ciuda faptului ca Maimutele personale este, probabil, cea mai atipica dintre 
scrierile cosasiene, in special din cauza aparentei depersonalizari, a distantarii autoimpuse 
dintre autor si personaj prin reinventarea biogralici (adica printr-o fictionalizare destul de 
nespecifica autorului), romanul deschide cu succes seria scrierilor valoroase si se irnpune ca 
una dintre piesele de rezistenta ale „puzzle”-ului intertextual creat de acest autor. Practic, desi 
renuntarea la realismul socialist este marcata inca din scrierile anterioare (in special prin 
Omul, dupa 33 de ani, scapa ), aceasta este scrierea prin care Cosasu se desprinde (constient si 
definitiv) de orice text anterior, tehnicile narative complexe abordate aici Hind practic si un 
manifest fatis fata de vechea sa credinta si maniera literara, un semn ca scrierile sale, de aici 
incolo, aveau sa tinda inspre literatura „serioasa”. Acesta este momentul in care Cosasu 
incepe, de fapt, sa se inalte spre statutul de scriitor important, racordat la realitatile literare: 
„Maimutele personale este o carte scrisa dupa toate regulile momentului literar 68 : 
inconformism tematic, inconformism literar (atunci inca inconformism!), putina indrazneala, 
mult lirism” 20 . Ulterior, Radu Coasu avea sa afle ca nu inconformismul - atunci „la moda” - 
era cheia pentru o literatura valoroasa, ci asumarea realitatii si filtrarea ei printr-un ochi 
deopotriva critic si naiv. 

Se cuvine o prima oprire asupra titlului acestui roman, „metafora a interioritatii” 21 , 
cum o numeste Sanda Cordos, care anunta tema centrala a textului, si la care personajul face 
referire in momentele cheie ale marturisirilor sale. Spatiu claustral, padurea braziliana cu 


16 loan Holban, op. cit.. p. 20. 

17 Dumitru Ungureanu, Un fictionar de lume noua, in „Observator cultural”, nr. 204, 20 ianuarie 2004. 

18 loan Holban, op. cit.. p. 21. 

19 Carmen Musat, Spovedania unui convins. Ghidale fi literatura, in „Observator cultural”, nr. 141, 2002. 

20 M. Ungheanu, op. cit., p. 173. 

21 Sanda Cordos, Entuziasm si „doloradiografii”, prefata in Radu Cosasu, Opere I.Maimutele personale. Povesti pentru a-mi 
imblanzi iubita. Alti doi ani pe un bloc de ghea(a, editura Polirom, Bucuresti, 2008, p. 14. 
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maimute reprezinta un refugiu in adancul sinelui, actionand asemenea „blocului de gheata” pe 
care Cosasu il va inventa in scrierile viitoare. Personajul gaseste aici linistea unei sinceritati 
absolute, care ii este refuzata in lumea reala : „ e singurul loc pe pamant unde nu ti se cere sa 
impartasesti durerile semenilor tai si asta imi place ” 22 . Maimutele urla pentru ca nu se mai 
pot transforma in oameni, suferinta lor este cauzata de captivitatea intr-o stare de increat, in 
aceeasi masura in care Paul Rusescu, personajul principal al romanului, nu isi poate gasi 
forma de fi in tare intr-o lume absurda, in care minciuna si prefacatoria sunt singurele 
modalitati de supravietuire. 

Paul Rusescu este cel care face trecerea de la eroii „neasumati” stilistic din operele 
realist socialiste anterioare la avatarurile auctoriale ce vor impanzi scrierile de mai tarziu. 
Acesta este, intr-un anumit sens, veriga lipsa ce marcheaza schimbarea la fata a vocii narative, 
noua etapa de creatie, „moment de trecere, de schimbare si purificare in devenirea 
scriitorului”, 23 o evolutie inspre o literatura superioara. Totodata, el marcheaza si inceputul 
unei epoci a autodenuntului, fiindca sub masca acestui personaj apar pentru prima oara 
angoasele si fobiile unei vieti traite in regimul politic nepotrivit. Romanul este o satira la 
adresa comunismului, redata intr-o maniera ce se va instapani in scrierile autorului; in mod 
curios, „doza” de dizidenta apare aici mai puternica decat in cazul altor texte ulterioare, 
fiindca prin neasumarea identitatii personajului Cosasu isi permite liberatea de a se elibera de 
„greselile” ideologice ale tineretii proprii. Peisajul politic conturat, idilic la suprafata, este 
marcat, in subtext, de grave inadvertente : „Paul Rusescu traieste intr-o lume in care forma 
principals de realizare este arivismul, egoismul fund sursa pentru compromisuri sociale si 
cedari intelectuale” 24 . Compromisurile nu sunt insa doar ale eroului, ci ale celor din jur. 
Ascensiunea tanarului, fiul ultimului spargator de banci din R.P.R., la statutul de vedeta a 
fotbalului international este marcata de imprejurari de multe ori suspecte, la care personajul 
asista ca martor neimplicat, observand inocent cum toate planurile sale se implinesc in mod 
surprinzator, cu o aparenta gratuitate, in spatele careia se ascund insa teribile concesii ce se 
cer asumate. „Eu nu ma pot juca de-a umilitul si de-a obiditul, n-am chef sa incasez fiindca 
asa-i frumos” 25 , spune acesta, insa toate concesiile sale, facute din dorinta de a supraviefiii 
intr-o lume pe dos, nu reusesc decat sa il claustreze mai mult, sa se revolte impotriva sinelui, 
intocmai pe dos fata de personajele lui Dostoievski, care isi gasesc liberateta in umilinta si 
acceptarea destinului. Personajul devine involuntar si victima, si calau, intr-o lume in care 
reperele morale sunt schimbatoare. Paul Rusescu isi reconstruieste ultimii douazeci de ani de 
viata intr-o marturisire la persoana I ce altemeaza intre jurnal, autobiografie si fictiune. 
Imbinand lungi rememorari proustiene cu pasaje vadit fanteziste, in care miciunile sunt 
deconspirate naiv, Paul Rusescu devine un „fictionar” (pentru a folosi un tennen ce ii apartine 
lui Radu Cosasu) al propriei vieti. 

Referintele politice reprezinta una dintre mizele principale ale acestui roman, 
multe dintre acestea originand in biografism : in timpul stagiului militar, Rusescu incearca sa 
isi ascunda originile neconcordante cu cerintele partidului (tatal infractor), din dorinta de a 
avansa : „Biografia nu are de-a face cu disciplina si, la urma urmei, pot fi foarte disciplinat si 
nu-mi mai poate face nimeni nimic. Dar cazierul tatalui nu i-ar da dreptul fiului sa apere un 
castel de un eventual atac. (...) Fiul unui infractor nu poate apara Republica” 26 . in jurul 


22 Radu Cosasu, op. cit., p. 25. 

23 Mircea Zaciu, Marian Papahagi, Aurel Sasu, op. cit., p. 668. 

24 Marian Popa, Istoria literaturii romdne de azipe maine, Fundatia Luceafarul, Bucuresti, 2001, p. 741. 

25 Radu Cosasu, op. cit., p. 164. 

26 Radu Cosasu, op. cit., p. 37. 
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metaforei destul de transparente a castelului se invart si ambitiile, si frustrarile personajului, 
vesnic neadaptat, care incearca sa-si cucereasca o pozitie privilegiata renuntand la tot ceea ce 
il reprezinta. „De ce vrei sa ramai la castel ?” este intrebat, inchizitional, soldatul Rusescu in 
timpul unei anchete imaginare, iar raspunsul nu intarzie sa apara, franc, fiindca numai fata de 
sine acesta isi poate asuma adevarul: „Pentru ca-mi place. Pentru ca m-am obisnuit. Pentru ca 
trebuie sa vad Mediterana. (...) n-am avut niciodata un castel, sint gata sa-1 pazesc zi si 
noapte, nu mi-1 luati ” 27 . Devotamentul sincer este subminat insa de inadvertentele pe care 
Rusescu incepe sa le observe in interiorul acestui „castel” politic odinioara idilic, care se 
dovedeste a fi o fortareata sinistra, iar pentru personaj incepe o degradare rnorala continua, in 
lupta pentru atingerea scopurilor sale. Intr-o lume in care viziunea politica se schimba radical 
de la o dictatura la alta, in care fostii criminali politici devin peste noapte eroi nationali iar 
oamenii fac inchisoare ani de zile pentru sustinerea unor idei pe care la intoarcerea in libertate 
le descopera unanim acceptate, Rusescu reuseste sa se adapteze cameleonic. „Jur sa nu ma 
doara compromisurile la care voi ajunge, sint compromisurile mele si jur sa le iubesc, fiindca 
sunt ale mele, gandite de mine” 28 , isi autoimpune ironic acesta, constientizand insa din ce in 
ce mai acut greutatea propriei vini. 

Doua personaje intruchipeaza, din punct de vedere politic, mecansimul opresiunii: 
Alexandru Varlan si Clelia Porosnicu. Primul, cel mai bun prieten al lui Paul, este un securist 
de rang inalt, care profita fara mustrari de constiinta de puterea oferita de functia de diplomat 
si care nu accepta nicio inconsecventa in ceea ce priveste politica. Alex Varlan intruchipeaza 
la nivel simbolic, supratextual, reactia oscilanta a autorului - intre adoratie si dezgust - fata de 
partid. Devotamentul initial fata de acesta se transforma in nevoia stringenta de anihilare a 
oricarei reminescente: „toti sintem egali, unii sint mai egali decit altii, dar cineva e mai egal 
si-ti hotoraste soarta, trebuie sa admiti, te sileste sa-1 admiti. Sau sa-1 omori. Unui om care-si 
permite sa se joace cu viata ta nu-i poti raspunde decit jucindu-te si tu cu viata lui. Jocul cel 
mai exact e sa-1 ucizi” 29 . Tovarasa Clelia de la Cadre, turnatoare de profesie, „femeie care stie 
tot si poate orice” 30 , si care are drept de viata si de moarte asupra carierei lui Paul, este si ea o 
rotita a masinariei politice, cei doi folosindu-se unul de celalalt in drumul spre glorie si 
amandoi devinind victime ale propriului egoism furibund. Caci odata ce dosarul sau primeste 
avizul „celor de sus” (prin interventiile Cleliei) si i se implineste visul de a pleca in turneu cu 
echipa de fotbal in Europa, Rusescu o paraseste pe Clelia, refuzandu-si un nou compromis 
politic si asumandu-si, astfel, retrogradarea din functie. Este vorba despre ceea ce Marian 
Popa numea, referindu-se la diferitele tipuri de erotism din cartile lui Radu Cosasu, „political 
fucking”, un fel de „amor vindicativ” indreptat impotriva sistemului 31 . Cariera talentatului 
fotbalist, cu „o biografie foarte incurcata, pe care si-o mai incurca si el inamorandu-se de cine 
nu trebuie” 32 , este presarata cu nenumarate astfel de cazuri, totul intorcandu-se in cele din 
urma la politica, cea care „dicta” victoriile si insuccesele deopotriva amoroase si sportive. 

Nici iubirea pentru Alina nu iese din zona ideologicului, caci originea 
„nesanatoasa” a lui Paul (si propriile origini mic-burgheze) o vor determina pe aceasta sa il 
aleaga pe Alex (solutia „viabila” politic), de unde si drama personajului central. Nenumaratele 
iubite (Alina, Clelia, Anmari, Benedicta) ajung sa se confunde, povestile lor se intretaie si 


27 Radu Cosasu, op. cit., p. 38. 

28 Radu Cosasu, op. cit., p. 41. 

29 Radu Cosasu, op. cit., p. 59. 

30 Radu Cosasu, op. cit., p. 67. 

31 Marian Popa, op. cit., p. 741-742. 

32 Cornel Ungureanu, op. cit., p. 216. 
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ambiguizeaza si mai mult destinul lui Paul Rusescu. Prins in plasa de minciuni si fictiuni - 
rnereu la indemana pentru cineva obligat sa isi reinventeze permanent biogralia - esueaza in 
liccare dintre aceste relatii. Iubirea pentru Alina, in numele careia le sacrificase pe toate 
celelate, se dovedeste si ea a ft o sirnpla fixatie, o panda neobosita ce trebuie sa se incheie cu 
un ultim act vindicativ, izvorat tot din categoria minciunilor necesare : „Imi trebuie un cancer. 
(...) Un cancer lictiv in care sa credem numai noi doi. (...) Trebuie s-o pedepsesc : m-a 
tradat... m-a chinuit, ma chinuie de 20 de ani... e tot ce-am gasit mai bun...” 33 . Este prima 
aparitie a bolii in scrierile cosasiene, obsesie ce va continua si se va acutiza de-a lungul 
timpului, metafora a spaimei si nevroza politica ce ia, pe rand, diverse forme. 

Acum apare, mai pregnanta decat in textele anterioare, si imaginea tatalui, obsesia 
fata de cel pe care il considera vinovat de propria ratare. Apolitic, infractor ori mic-burghez, 
tatal reprezinta in literatura lui Radu Cosasu o materializare a biogralici „inoportune”, 
impotriva careia eroul, tanar comunist, se revolta temeinic si constant, pentru a-1 transforma 
mai apoi, odata cu realizarea adevarului, intr-un nou motiv de cainta. Pentru Paul Rusescu - 
personaj fara partid care stie totusi sa profite de pe urma relatiilor si oportunitatilor politice 
care ii apar in cale -, tatal este „scheletul din dulap” din pricina caruia trebuie sa traiasca 
rnereu cu teama denuntului, este motivul replierii pe cerintele partinice, cel in numele caruia 
trebuie sa se compromita moral. Fiu al „ultimului spargator de banci din RPR” 34 , Paul 
Rusescu devine captiv in propria minciuna, pe care trebuie sa o perpetueze pentru a 
supravietui si pentru a-si putea indeplini ambitiile, si nu poate face acest lucru decat 
producand un transfer de vina dinspre fiu inspre tata. De aici si nevoia constants de a-1 umili 
(„Sub ochii mei, acum, in permisie, 1-am vazut culcand-o pe cabaniera de la Piscu Caprei. 
(...) Cu urechile mele 1-am auzit intr-o noapte spunandu-i mamei: «Sa te duci maine la 
doctor, cred ca aia de ieri era bolnava»”), de a-1 reduce la o conditie inferioara, prin care sa isi 
poata motiva aversiunea ce porneste, partial, dintr-un egocentrism feroce. Sanda Cordos 
observa ca „personajul are complexul biografiei pateme, osciland intre lepadarea („Eu nu sunt 
responsabil de faptele tatalui meu”) si asumarea lui: «L-as scoate la lumina, priviti-1. Asta e, 
asta-i taica-meu, eu sint fiul lui» 35 ”. Aceeasi oscilare se va „transmite” si personajelor ce au 
urmat, imaginea tatalui fund una dintre temele majore ale literaturii cosasiene, simbol al unei 
lumi in declin si al unei imposibile intoarceri inspre normalitatea pierduta. 

Daca la nivelul tramei romanul nu este extrem de reusit, epicul fiind surclasat de 
eleganta stilului cosasian si de introspectia de sorginte proustiana, tehnicile narative merita 
subliniate, cu atat mai mult cu cat acest tip de roman experimental nu fusese inca „exploraf ’ 
pe deplin de scriitorii generatiei respective. Insa caracterul inovativ al romanului este in 
acelasi timp detaliul care ii scade valoarea, caci aglomerarea de procedee stilistice si artificii 
literare dau textului un caracter contrafacut, de elaborare excesiva : „Maimutele personale 
este un roman prea eterogen pentru a fi carte rezistenta; artificiile compozitionale, prea 
numeroase, sint pana la urma stridente si numai colectionarii de noutati, cei care vor sa 
consemneze un numar neobisnuit de texte literare pot sa-1 reciteasca oricand cu interes” 36 . 
Utilizand din plin colajul, Radu Cosasu aglomereaza aici articiole de ziar, ferpare, anunturi 
publicitare, bilete de loterie, interviuri si reportaje, intr-o scriitura „fara granite”, in care 
genurile si stilurile literare se intrepatrund caleidoscopic. Pe alocuri, personajul se desprinde 


33 Radu Cosasu, op. cit., p. 88-89. 

34 Radu Cosasu, op. cit., p. 35. 

35 Sanda Cordos, op. cit., p. 15. 

36 Cornel Ungureanu, op. cit., p. 218. 
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de text si se priveste dinafara, find epic este inrerupt iar fictiunea pare sa capete constiinta de 
sine : 

Dar pentru ce sunt facut ? Am spus ca nu sunt ministru de justitie la pagina 121, 

sa recitesc. 


PAUZA PENTRU CA SA CITESC. 

PAUZA CA SA TREACA TIMPUL, dar ceea ce vreau sa-mifie clar este ca 

Nu sint un nedreptatit, n-am iasat sa fiu nedreptatit (...) 37 . 

Din loc in loc sunt inserate Rezumate ale capltolelor precedente si viitoare si 
subtitluri aleatorii, independente de find narativ - cu substrat de reclama ori de articol de ziar 
- ce sparg cursivitatea textului ( Courvoisier - le brandy du Napoleon ori Numar nelimitat de 
autoturisme ). in alta parte, sunt copiate liste de cuvinte din dictionare ( Larousse , pagina 1469, 
coloana II 38 , cu transcrierea tuturor intrarilor de dictionar aferente) ; alterori se merge pana la 
deconstructia completa a textului, cum este cazul acestui necrolog : 

SAC HE PROTOPOPESCU 

S-a stins din via, intr-un tragic acci de auto antrenorul sache Protopopescu, pers 
cuno si indra in lumea sportului nostru. Nascut in 191, la Boto, Sache Proto a debutat in 193 
la Sportul Stu si in scurt s-a impus drept u din cei mai bu ju ai tarii; a jucat de 49 de ori, 
participdnd la succese de se. In ultimii ani, s-a consacrat muncii de antre ridi juca de ma ta, 
contribuind la. Era un caracter integru, pasionat, un sportiv desavarsit, mo si cu un dezvo 
simt ai respo. 

Cei care o amintire luminosa 39 

In alta parte textul este spart de jocuri grafice : 

(...) las toate ramasitele acoio, ies pe terasa de servicu si, noaptea, in tacerea balconului, 
luminat doar de 

A A A 

L L L 

B B B 

A A A 

L L L 

U U U 

X X X 40 

sau comunicarea isi pierde functia conativa, cum este cazul in aceste dialoguri din 
care receptorul dispare si se realizeaza o orientare exclusiva spre sine, intr-o forma vag 
poematica : 

li spun : - Sunt nebarbierit. 

Ii spun : - Poate. 


37 Radu Cosasu, op. cit., p. 164. 

38 Radu Cosasu, op. cit., p. 170. 

39 Radu Cosasu, op. cit., p. 125-126. 

40 Radu Cosasu, op. cit., p. 124 
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Ii spun : - Drum bun. 

Ii spun : - Cite sc. Nu. 

Ii spun : - La 12 ? La Radiodifuziune. 

Ii spun : - Toata coloana vertebrala. 

Ii spun : - Eu nu inteleg sacrificiile. 41 

Am insistat asupra acestor exemple tocmai pentru a sublinia caracterul inovator al 
textului cosasian, 11 indca in ciuda limbajului diversificat si a „tehnicismului ostentativ” 42 , 
scrierea lui Cosasu ramane inca actuala. Prin eterogenitatea stilului, textul se transorma intr- 
un veritabil cadavre exquis literar, dupa cum observa si Cornel Ungureanu : „Descoperirile 
sunt ale avangardistilor, care, cel putin in literatura noastra, ezitasera sa le foloseasca in roman 
(sau nu considerasera romanul ca un gen propice artei lor)” 43 . Peste toate acestea domneste, 
indubitabil, un ludic textual intentional, prin care Radu Cosasu se desprinde de modernismul 
joyce-ian si anticipeaza tehnicile postmodernistilor. Unii exegeti au remarcat si cateva 
manifestari asemanatoare onirismului, fara a se putea stabili insa o legatura directa cu acesta, 
cum este si cazul unui fragment de genul urmator, cu tente suprarealiste : „Prizele din Brasov. 
Prizele din Aro. Prizele din camera 240, prizele din perete. Ma intind pe pat, las seara sa vina 
si prizele se inrosesc. Sint mai intai mici pete de sange, dreptunghiulare, pe perete. Una, doua, 
trei pete - una in fata, una langa mine, alta langa fereastra. Sint ochi plansi, ochi rosii de 
plans, iesiri plapande din cinematografe secrete, ti-e frica sa le atingi; s-ar aprinde lampile si 
ar apare camera de hotel eleganta, le privesc intens, o clipa par plosnite nobile, deodata sunt 
ochi de pasari care nu plang, intunericul e deplin, o cheie se invarteste in usa alaturata, priza e 
incandescenta, nu poate adormi, e tot timpul treaza, e o veghe tehnica, o veghe dulce, o veghe 
tenace a camerei, in timp ce tevile din baie duduie si se frang, in timp ce apa se descarca si 
tace ; caut sa intru in adancul ei, sa gasesc filamentul becului, nimic, un pustiu rosu, poate un 
carbune aprins din focul unei locomotive care se invarteste mereu in jurul ecuatorului, poate 
tigara unui om care se plimba incontinuu pe diagonala unei camere, poate un mesaj cifrat 
dintr-o arsita, o bucurie insa, o mare bucurie incrustata pe perete, cineva e cu tine, pana sa 
devii soldat necunoscut cu flacara vesnica la cap prefera prizele vesnice din Aro” 44 . 

Aminteam la inceputul acestui capitol faptul ca Maimutele personale este unui dintre 
cele mai atipice volume cosasiene nu doar din perspectiva tehnicilor narative, ci si in ceea ce 
priveste dozajul de lictiunc si de autobiogralic. Daca in textele ce ii urmeaza se observa o 
evidenta suprematie a biograficului, nu acesta este cazul si in acest roman, unde viata trece pe 
planul secund pentru a lasa loc fictiunii ca instanta suprema. in acest sens, textul se apropie de 
operele targovistenilor, printr-o deplasare de la adevarul istoric inspre adevarul individului 45 . 
Rolul fictiunii nu mai este de a imita realitatea, ci realitatea este cea care se modified in 
functie de necesitatile fictiunii. Personajul-narator capata puteri demiurgice in interiorul 
textului din care face parte, caci cuvantul sau, odata rostit, se materializeaza. Cand Paul 
Rusescu isi imagineaza un incendiu intr-o cofetarie, se produce instantaneu o explozie. Cand 
inventeaza moartea unei femei iubite, Clelia se ineaca. Cancerul nascocit pentru a se razbuna 
pe Alina se transforma, in final, intr-un sarcom adevarat, caci Rusescu este propriul creator in 
limitele fictiunii sale. Moartea nu este decat finalul pe care personajul si-1 scrie singur, intr-un 


41 Radu Cosasu, op. cit., p. 191-192. 

42 Petra Poanta, op. cit., p. 100. 

43 Cornel Ungureanu, op. cit., p. 218. 

44 Radu Cosasu, op. cit., p. 137-138. 

45 loan Holban, op. cit., p. 21. 
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joc al cauzalitatilor : „SARCOM (pe ceas - 8 secunde) mai ai timp sa privesti un peisaj, un 
om, o maimuta, un cuvant, un cuvant care iese din alt cuvant, ca sarcom din sarcofag, ca o 
celula din alta celula, ca un om dintr-o maimuta sau ca o maimuta dintr-un om ” 46 . Marturisile 
lui Radu Cosasu din Autodenunturi si precizari (2001) referitoare la Maimutele personate vin 
cu o completare, prin care fictiunea este prelungita in real. Fiind internat pentru operarea unui 
chist dermoid, scriitorul este suspendat in aceeasi incertitudine a personajului : „inainte de a- 
mi sfarsi romanul Maimutele personate, fusesem operat de un chist dermoid... Sau dupa ? 
Inainte sau dupa ? Cred ca dupa, n-are importanta - esentialul este ca si eu, si eroul meu 
fuseseram operati de un chist. (...) Marea dilema in care ma gaseam : voi trai eu insumi 
finalul eroului meu ? Aveam de ales intre a fi sanatos sau Jules Veme. Ori aveam geniu - 
prevazandu-mi prin literatura moartea - ori eram un mediocru literat dotat cu ceva fantezie” 47 . 
In astfel de momente, nu putine in literatura lui Radu Cosasu, realitatea concureaza fictiunea 
si viceversa, intr-un surprinzator mise en abyme. 

Maimutele personate isi imprumuta substanta din intregul specific literar al secolului 
XX, transformandu-se intr-un amalgam ce confine, in nuce, mostre disparate ale 
experimentului literar postbelic. Pare ca prin acest roman Radu Cosasu incearca sa arda 
etapele evolutiei literare, trecand de la primele texte proletcultise - amestec de romantism 
„revolutionar” si realism - la modemismul cu accente suprarealiste (si pe alocuri 
postmoderniste) ale Maimutetor personate, pregatind tereneul scrierilor deja „clasicizate” de 
mai tarziu. In operele ulterioare, biografia (si viata, in general, sub toate aspectele ei) vor lua 
locul fictiunii creatoare, Ungheanu observand in acest sens ca „Supravietuirile sunt o victorie 
impotriva Maimutetor personate ”, deoarece „contrafacerii de aici scriitorul i-a preferat in 
Supravietuiri o proza mai directa, mai franc sentimentala, mai putin regizata” 48 . Timpul a 
demonstrat ca adevarata vocatie a lui Radu Cosasu este cea a realului, pe care il supune 
literaturii. 
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ECFRASIS AND THEATRUM MUNDI BY MIHAI EMINESCU AND 

THEOPHILE GAUTIER 


Mihaela Gabriela Paun 
PhD Student, University of Bucharest 


Abstract: The study “Ecfrasis and Theatrum mundi by Mihai Eminescu and Theophile Gautier” is an 
application of literature field, comparative literature in particular. Thesis in the direction which it 
argues: Both Eminescu and T. Gautier, in their works, the spectatorship leading the fight for 
existence. In our opinion, for both writers pretextual fantastic plays a necessary expression "ideas of 
the artist". In terms of thinking Eminescu, these ideas are built by combining images with sound and 
plastic rare beauty in a position "regarding the theater. "In Gautier's "world” to impress visually and 
hearing through a "viewer" dined with "pleasure" details remain indifferent to the adventure of the 
imagination. 

In our research we will consider both prose and a selection of poems by Mihai Eminescu to shape the 
world view which focuses on three areas: relationship individual — society, relationship man - woman 
(with love) and the relationship superior man (genius) - common man; and Theophile Gautier’s prose 
from the perspective of the relationship between man of genius (angelic or demonic) - man normal - 
unusual man. 

Conclusion: Mihai Eminescu and Theophile Gautier properly transpose images resulting from 
creative processes, as fine an artist, set a literary added value through what we call today ecfrasis. 

Keywords: comparative literature, detail, ecfrasis, regarding the theater, Theatrum mundi. 


1. The world as a theater and "gaze" of ecfrasis: 

Apparition of theater in Greek antiquity has favored the motif world as a theater. He 
claimed also cynical thinking of Antisthene disciple of Socrates, who believed fate of 
distributing existence as a director on the world stage. In this context, people are the actors 
and plays received under Administration. Regarded as the world theater is taken and Stoic, 
Epictetus more precisely, as reflected in its manual. Emperor Marcus Aurelius in writing "To 
himself" emits the greatest truth about humanity: "By meditating always, as all things are 
now, as they were before, and note that it will be in the future" (Marc Aurelius). From this 
perspective, human nature remains essentially the same, and on stage marching other "masks" 
because "they are all the same part, but other actors" (Marcus Aurelius). Renaissance and 
Baroque attributed fate to God, Creator of the world. Erasmus of Rotterdam believes in "In 
Praise of Madness" that the Great Director of stage actors out people according to his 
will. Perspective of the world is taken as a theater and Shakespeare in "As You Like It". But 
who maintains Christian idea that each life-gives role from his Creator Calderon from Barca 
is the right play called "The Great Theatre of the World". It has representative Classicism La 
Bruz, which divides society into two categories: actors - rich and audience - ordinary 
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people.Romance witnessing a change in attitude as irony, rebellion, sarcasm replaced by 
resignation, specific Stoics. 

Regarding the concept of ecphrasis gaze leaves the size "macro" world to contemplate 
the world "micro" has been portrayed masterfully creator - artist by word. Etimologically 
“ecfrasis” claimed verb SKCppa^stv ( ekphrazein ): to proclaim, to affirm, to name an inaniate 
object” is made up of the prefix „ek” and „(ppaaig” “phrasis word (etymological adaptation 
after Emilia Nadiaye, 2008). Defined as "translation" verbal image, the concept is known 
and used since antiquity and is claimed Century II's thought Hermogenes of Tarsus and who 
defines it in his "Progymnasmata". Richard Crescenzo in "Peintures d'instruction" retains the 
view of another contemporary of Hermogenes, Theon: "Ecphrasis is a descriptive speech that 
clearly puts the gaze object to be displayed. There ecphrasis people, objects, places and 
seasons "(Crescenzo, Richard, 1999, p. 21). 

Regarded as a mechanism rhetoric, ekphrasis is a way of art, is a medium to another 
medium by shape and essentially becoming a "different" visible to those who wants to "see" 
from a different angle of perception. From this point of view, through prose and poetry photo, 
a painting or a film can be the subject of a description surprising originality in word 
presented. In this way it reaches an original creation. We can say with certainty that any 
artistic medium may be a theme ekphrasis. For example painted image of a sculpture appears 
saying "story" statutory representation becoming a narrator and voice-story work of art. 

In the Greek world, the concept ecphrasis was well known and applied. Canto XVIII 
we consider the "Iliad" of Homer, which describes the shield of Achilles. In the "Republic", 
"Book X" Plato discusses real form of something real (if it is a bad bed- ") and compares it to 
another form its ideal, a perfect archetype. The second form, "badness" followed the pattern 
of the first forms, and third and fourth. The bottom line is this: Platon and Aristotle considers 
any image of the form (bed) is a mimetic stage of what is "badness": 1) A physical entity that 
is shaped to form.2) Any form part of the picture: front, side, rear and keep the original image 
is the second elimination. 3) A complete picture of the shape is the third elimination. 4) A 
visible in ekphrasis is an art form and is the fourth elimination. 

In other news, on ekphrasis, remember what Socrates's share Phaedrus: "You know, 
Phaedrus, which is the strangest thing about writing, which makes it really correspond to 
painting. Painter's products stand before us as if they were alive, but if you doubting they 
maintained a majestic silence. Write words is the same: they seem to talk to you as if they 
were intelligent, but if you ask them anything about what they say, the desire to be instructed, 
they go to you, telling us just the same forever "(Plato, Phaedrus 275d). Another example of 
ekphrasis is "Song 64" from "Aeneid" by Virgil, as the passage of the inscription on the doors 
of the temple of Juno, of Carthage. The best example of ekphrasis in antiquity it is the 
description of the 64 images of Neapolitan villas of "Philostratus" of Lemnos Eikones. If the 
Middle Ages rethoric this technique is rarely calls, it is very applied in the Renaissance and 
Baroque. In this regard we can mention "Song 33" Ariosto's Orlando, which describes a group 
of images, Lope de Vega in his creations which include descriptions of art and a play one of 
the characters is the painter Titian. It also appeals to ekphrasis Calderon from Barca, 
Cervantes in "Don Quixote" by including text frescoes and Renaissance 
paintings. Shakespeare describes erotic paintings in "Cymbeline" and the Greek army in 
"Rapture Lucretia". Romance may be mentioned in Keats that describes a piece of poetery in 
"Ode on a Grecian Urn", later we may mention Rainer Maria Rilke. 

In the nineteenth century literature can identify passages ekphrasis to Benito Perez 
Galdos, Theophile Gautier, Henry Ibsen, Fyodor Dostoevsky in "The Idiot", Herman 
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Mellville in "Moby Dick". For this period a telling example is found in "The Picture of 
Dorian Gray" by Oscar Wilde: Basil Hallward paints a picture of a young man named Dorian 
Gray, who would have eternal age of painting. Because the reality is different, he abandons a 
depraved life. Thus, damaged the image of the portrait reflects the eternity of his soul. In 
literature, prose, ekphrasis and generally work descriptive, "it is named (name itself or shared, 
which put a label on things) and name (gesture index finger) main capacity semiotic driving 
real man to say "(Philippe Hamon, 1991, p. 6). 

Without insisting on the types of ecfrasis, however, remember a few: In the study 
"space fiction" Luz Aurora Piementel identifies three categories: 

a) "referential" - when the object exist. 

b) "notional" - when the object visual language there. 

c) "generic reference" - refers to the style of an artist without specifying the precise 

objects. 

In the study "Searching ecphrasis (an intertextual approach)" Valerie Robillard 
proposing in 2011 a different classification: 

a) descriptive - ekphrasis site - envisages the description of the artwork. 

b) attribute - ekphrasis site - a signal indicating intertext sources (mention the title or 
author referred to, genre or style). 

c) associative-ekphrasis site - envisages "poems that refer to conventions or ideas 
related to visual arts, whether of a structural nature, thematic or theoretical." (V. Robillard, 
2011, p. 39). 

Regarding the relationship ecphrasis - text, Manfred Pfister in 1994, "Conceptions of 
intertextuality" specifies six areas: 

a) Communication: envisages mentions of a pre-text. 

b) Referential: the text in images is the basis for verbal text. 

c) Structural: focuses on the later addition of a pre-text to text. 

d) Selective refers to the original text and a general context that the poet generates 
selecting components of visualizations. 

e) Dialogue: envisages semantic and ideological aspects of the two texts. 

f) Self-reflection: reflection author implies the concept of ecphrasis. (after Manfred 
Pfister, 1994) 

Professor Pascal Dethurens comparative approach proposed method ecfrasis literary 
text in terms of music and painting influences, identifying manner to "write" a painting, or 
"listen" a piece of music which "speaks" text. 

2. Theatrum mundi la Mihai Eminescu and Theophil Gautier 

Fascinated by the spectacle of the world shares our vision Mihai Eminescu in poetry 
and prose. Poetry "Gloss" by Mihai Eminescu can be classified among the great creations of 
universal and Romanian literature, harnessing the fundamental theme time and the reasons 
fled irreparabile tempus (time runs without to return); fortuna labilis (changing fate) and 
conceited vanitatum (Vanity of vanities). For humans the most important thing is to know 
himself, does not go with the treacherous waves of ephemeral happiness. Therefore, the way 
life should always enlightened by reason, in order to avoid any disappointment: "However sad 
the world" ("The Flower blue"). 

A unique metaphor of man is found in Eminescu "Archeus": "The man's like a violin 
.... if you put your finger in a chordal sounds somehow, in another place, in fact, but another 
resembles a violin "and also" People are problems and puts the spirit of the universe, attempts 
loosing their lives" (M. Eminescu, Prose, vol. I, pp. 89, 95). "Most people, however, 
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questions remain, sometimes comic, sometimes silly, sometimes full of course, sometimes in 
vain." (M. Eminescu, Prose, vol. I. p . 95). 

And all this prose, the poet makes a man antithesis between normal and crazy man from the 
question of levying criterion of reality. It's true or not, what we call reality, and for whom ?: 
"In a state of madness all ideas are a terrible reality .... The man is tortured, put on the cross, 
is beaten without anyone to touch him. The worst physical pain tearing his soul and furrow 
before ... on the contrary, real pain in our sense .... I do not find him unfeeling criteria. We do 
not know if we know something. A believe because others believe, because it's time 
predominant (...). What combat it? With that and others say that you do not it? By what 
right? The value of his eyes is the same as the value of our eyes, it's only isolated, while ours 
found other turnate on the same block. But it's a dreamer? Good. Who? New or him? (...) 
What right our way (to see and perceive lumea- nn) and is the site of the fake? Why not the 

reverse? Are we crazy or he's crazy.that is the question. (M. Eminescu, Prose, vol. I, p. 

91-92). The relationship between genius and common man will develop in “ Ecfrasis and 
theatrum mundi by Mihai Eminescu and Theophile Gautier (Preliminaries to a 
comparative study II). 

This idea of Theatrum mundi surprised by Eminescu in poetry and prose is barely 
visible to Theophile Gautier, French writer in the sense that a "camouflage" the narrative and 
contemplator this show is the narrator - character reader. Regarding the man's prose T. 
Gauttier met a diverse typology: 

❖ Spook - the mysteries of the occult (Avatar); 

❖ The man resigned (Octave, Avatar); 

❖ The innocent man (Death in love); 

❖ Sleepwalking (coffee pot); 

❖ Magnetic Man (Jettatura); 

❖ Mentally ill man (Onufrius). 

In narrative “Golden, glory and love” and „ Coffee pot” image we are given of both 
organizations etc. Writers splendor. Both focus on describing in detail the space and the 
people who inhabit it: 

Mihai Eminescu immortalizes the word a Soire 1840, a company of "great men of 
Romania" surrounded by luxury bonjurist concerned with "playing cards" and "devoid of real 
culture": "In sin bottom of a large house was gathered a company chosen card game company 
made up of family members. The most influential of several foreign consuls were whose main 
occupation of their life in the game of hazard, whose cult so corruptible + introduced him to 
us especially the waste of Russian officers. The walls of the salon, otherwise whites were 
covered with rugs crafted by Scortarilor the country, a branch of trade that began to be born 
with it. The edges of these carpets or rugs were very red quadrant, and in the middle, weaving 
lines as a whole affair. Colo gives a girl a goat grass beyond two boys dressed as dramatiyate 
stories and by their position seem to affect each subversive intent. The boards were waxed 
opened lower on open Alam peaking in oposition dark ink that are employed. But their 
smoothness auroasa only see here and there, and rugs for the floors were covered with durable 
woolen squares, which represent in their shapes all colors simple. The arm chairs in high 
back arched black and whose seat was wearing green satin, sitting room society, where 
twinned meals that in normal represents a rectangle walnut polished, but in any ocayie could 
loosen and back so bent represent a square, rectangle as large as dressed in green cloth. (...). I 
want to + i we understand the reader how it was not yet a lounge main parade for in - those, it 
- would be wondering luxury or better Yis the barbaric superfluence of expensive furniture 
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brought from abroad, with a large room designed intimate pleasures of drinking tea, a game of 
cards and talkative mischievous of all happenings, otherwise so corrupt that time. (...). Haiku 
tall brass boiled yellow tables and tea taps divided mind and gave that speech gives 
voluptuousness feature that only united to jump winter pleasures. Sitting next to a Turkish 
divan. Near a table oblong loaded with cups, sat several old men, embarrassed manifestly 
costumes modern who wore, and an Archimandrite, his gray beard and his pretty cheerful 
face told them things that an Archimandrite n - should know. Several young officers in the 
class of royal aides and people with no work, which the Lord gave them a rank in the army 
and which they demanded, that they may have right to wear a uniform fine cut wire and to 
move around so much success queens "which 2 were beautiful, dressed after the newest 
fashion (Paris, is you understand) and, what is more, much spake against spirit. Of these ki nd 
of people recruited .... so - called men of Romania, whose smallest flaw was that they did not 
know the book. They then have long tangled world, wanting to regain a lost life - value in 

books. (...). The room were several consuls who sought.not at all nice and let entirely to 

the subordinates as unsupported by their rank. Amid all this hilarity elegant essentially devoid 
of culture still true, watching pictures of the walls" (M. Eminescu, Prose, Vol II, pp. 108-110). 

T. Gautier describes with meticulous detail an artisan fashion, architecture and natual 
frame, composing genuine paintings - portraits, landscapes tenebrous or angelic, or clusters of 
object that are the basis for a world apart "in the faces loomed room ... mat on the wall and 
smoked figures from portraits on the walls (...). Small priests chubby, widows dry and 
jaundiced, magistrates air severely buried in robes large black filfiyoni with silk stockings, 
Culot of prunelle and sword raised, all these characters offered a show so strange "that" none 
of these strange people were not looking at each other when speaking: all eyes were directed 
towards pendulum “The room was to sleep was not great (...) you think you could have 
during the Regency seeing a painting by Boucher above doors representing the four seasons, 
furniture overloaded with ornaments imitating the cliffs, most gaudy and heavily carved 
mirror brackets. Everything was in order. Restroom where there were boxes of combs, feather 
dusters, powder seemed to have been used the day before. Sanjant two or three dresses, a 
range dotted with silver sequins were scattered on the floor well polished and, to my great 
surprise, put a cigarette box open fireplace was filled with fresh tobacco." (T. Gautier, 1973, 
pp.155-156). 

3. Ecphrasis la Mihai Eminescu §i Theophil Gautier 

Eugen Simion in "Eminescu's prose" includes prose "Golden glory and love" towards 
realistic, sociologic and evocative calling it "romantic physiology realistic perspective" 
because the observation of reality, lucid and attentive, has a great emotional load. (E. Simon, 
1964). From our point of view this novel is valuable in the three paintings, self-portrait of the 
author, constituting elements ecphrasis, actually pseudoecphrasis as Mihai Eminescu, 
although not a painter by vocation, excels in the art of the portrait. Also, there are paintings of 
royal and religious symbols on the walls of a fashionable salon, images concerning a 
reprimand crowd cheerful and elegant, but lacking cultural background. Returning to 
portraits, the first depicts a "gourmet at conversation" a wise old man, spiritual "head bald and 
tall, big eyes, measures, completely clear" (Eminescu, Prose II, p 108). Second, it is an 
expressive figure of a young musician for 25 years that seemed 35, smart and elegant; a figure 
demonic emanating energy and spiritual force, "Bald, a forehead that was lost acute corners 
side, framed with hair Rotui dark, rough and mixed, often with wires all white, which 
contrasted with dark shades of the hair. The nose was dry and very thin lips; Measures eyes 
were large and extraordinary expression. Nobody would have come to me to say it beautiful, 
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but the vigor special, rough, increase breathe in all his movements, they gave him that 
drawing to an exercise without it wants or it knows all natures tale "(Eminescu, Prose II, p. 

112) . The third portrait is of a young man 18 years of beauty demonic, but is a figure dreamy, 
angelic, timid and withdrawn "His forehead high, white, very smooth and round is curtain 
under long-haired, soft black bright, who was inflated by large natural vines, which have 
increased the brightness hair. His face was eggplant and white for races flakes black beard 
had begun to fill the parts around the ears, he seemed dusted with frost on grape nose was 
coresta and full, seemed chiselled in marble, big eyes under eyebrows Arcate with mastery 
were dark, but color indescriptbile. It looked black, but well below their long eyelashes on, 
you would find that blue is a dark, demonic, like a melted emerald night. Perhaps unaffected 
gene so long and so often, it would have seemed so darkly, maybe light brown silk 
unstoppable that would be limpeyit night voluptuous those eyes. The transparent blueness of 
black grape (Self melted in water). If you knew someone beautiful eyes, in whose view 
shuddered every fiber, in whom you have an intensive look and say, painful pleasure, then his 
side. He was dressed in a blue cloth coat, waist long, black trousers and black velvet waistcoat 
of green silk with chicken. Botinele lake included brilliant and faithful forms a little more 
leg. His hair shone, falling on the shoulders well made, blue contrasted with the cloth. His 
expression was sad - but not painful. At least cheekbones that looked a little out of chubby 
had weakened and had held that sweet and interesting shadows in the middle of the cheeks, 
which sits so well young people - shadow sentimentality" (M. Eminescu, Prose, II, p. 112- 

113) . 

This detailed portrait resemble those sketched by Theophile Gautier in "Avatar", for 
example, where the figure of the young Octave, "a nice boy" contrasts with his young 
Eminescu, ranking it the opposite, like a demon abandonment lacking "cheerful hubbub of 
life" having "often and black hair with curls rich, silky and shiny sit on both temples; in the 
eyes extend velvety blue that night, adorned with genes turned; He lit a spark sometimes 
wet; time stood still (...) differed by serene silence (...) had not flushed face ... white skin - 
olive was highlighted only under light; He has soft hands and delicate, thin legs and arched 
"a" on dead a young girl "where" scarcely butter mi lk shadows painful under the eyelids, some 
shades of orange around orbits, skin slightly thinned at the temples and streaked comes 
bluish" ( ...) features clean, although a little tired, not lost their charm almost nothing of" (T. 
Gautier, 1973, pp. 21, 23-24). Gautier is impressive to look cadaverous old-young, the doctor 
Cherbonneau, which contrasts with the young portrait aspect - Eminescu. Figure doctor is 
shaped with a large dose of strangeness because it is the owner of "Eyes of a Child" install 
"the image of the body". But what impresses from it is the beauty demonic but "look strange" 
to "portrait smoked" by "looking twenty years" Dr. "in front of him wiped out, swallowed like 
aenormous skull which seemed bigger still due to baldness. This skull bald, smooth ivory, 
had retained whitish color, while the face ... with a roofing the trunk of an old oak similar 
color ... Parties flat cavities and enormous bones were so strongly emphasized that what little 
meat they covered, in thousands wrinkled wrinkled, looked like a wet skin applied to a 
skull. The little gray hair ... three meals frail form - two above the ears and neck from the third 
and stopping in the forehead (...) in middle age tanned figure, calcined heaven ... .were 
shining two pupils glow blue - turquoise one clarity, a freshness, a youthful 
unthinkable. These blue stars shining in the bottom of orbits dark and membranes concentric 
their circles rust remembered vaguely feathers arranged in the shape of a halo around the 
pupil nyctalopia owl. "Like" stolen eyes of a child ... and I settled in his face the 
corpse. Grandfathers have to look twenty years "impressed by" the strange glint of blue pupils 
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that seemed endowed with its own flicker, such as fluorescent bodies: they darted a ray of 
sharp and bright ... .and sensation of heat they give emetics. " This bizarre figure is enhanced 
and supplemented with others the clothes and the hands "like waving clothes were hanging on 
a hanger and drew the folds perpendicular femurs breaking them when you sit in sharp 
angles. (...) Strong ligaments and stretched hands, like violin strings tail between them little 
bones phalanges dry them moving without too much ladder" (T. Gautier, 1973, pp. 23, 24, 
25). 

Gautier note the preference to move through the narrative, literary portraits static 
according to the canons, uniting pictures and paintings in a chain as part of dramatic stories 
that add - value plastic compositions, thus increasing the ecphrasis. In this regard, Lurentiu 
Ulici stated: "In order to show greatness, a painting should be viewed from a certain angle, 
depending on the light strikes the harmony, the mental condition of the viewer. Optical 
viewing angle of the painting carried him through narrative Gautier. The narrative is his way 
of impressing visual and fantastical happenings narrated a precious auxiliary for obtaining 
"pleasure" in front of portraits detailatelor." (L. Ulici, 1973, p. 16). A special feature of the 
event in context fantastic ekphrastic is achieved by integrating it in real life novel "coffee 
pot". Text appears in a painting by Boucher mentioned that represent the four seasons above 
the door. A young man was visiting a friend living at night, rest room, an extraordinary 
adventure. Inside the walls that were "populate" the family portraits that portrayed scenes 
from a "soiree" vintage. To the surprise guest, the oldest portrait to life and released from the 
frame: "One of the portraits, the oldest of all, a fat man with a beard gray, resembling the 
image that I had done about Sir John Falstaff, with a grimace head out of frame, and after 
great effort, he slipped his shoulders and the voluminous belly after heavy wood frame and 
bounce away." (Gautier, 1973, p. 157). The other portraits are helped to come back to life and 
be released from the frame after a certain ritual: "... a key .taken off of his jacket pocket 
exceptionally low; blowing in to be convinced that the hole was open and applies to all frames 
one after another. And all the frames opened, leaving to pass easily faces it contained." 
(Gautier, 1973, p. 157). 

This unique moment of fantastic break in real is amplified by the image of 
organizations etc. that we are given of both writers in stories "Golden glory and love" and 
"coffee pot" and we developed it in the second part of this study. Eminescu identify the work 
already mentioned, what Valerie Robillard called "atributiv- ecphrasisul" in that part of 
society to shape Relating "paintings from the walls like shadows": "lithographs Institute 
Romanian Bee" pretty well executed, some children foreign masters paintings, other 
original. As head of Christ with crown of thorns, Guido Reni, Belisarius, Justinian's general 
guidance carrying in his arms snake bitten. Archangel Gabriel - and rectangle ambassadors of 
Constantinople, leading crown and cloak's royal Alexandru cel Bun, Dochia and Traian, in a 
corner of the portrait lithographic Mr. country, Michael Gregory Sturza, and in other cola in a 
frame gilt, worked in oil, natural size bust of Metropolitan of Moldova and Suceava, Kyrio 
Kyr Benjamin Kostaky with over potcap black race, with long white beard, chest ordinal St. 
Anna in diamonds. The face was well worked, but the breed religious head covering 
completely conturele - hands only very small fine and seemed more ladies than the 
prelate." (M. Eminescu, Prose, vol. II, p. 111). Narrative is a portrait of Metropolitan 
Churches - ekphrasis in Robilard same opinion. 

Other issues identified by comparison to the two authors, as regards ecphrasis site, 
consider to be: 
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• At Mihai Eminescu "Spectacle" nocturnal "terrible", "scared" city "ardent" like hell 
earthly: "the city is increasingly craves more ... the wind began to whistle .... and with it grew 
wings flames rose into heaven. (...). Enflamed city by fire and wind, had united to conquer ... 

. with all air burning, scorched sky so blue canopy of lights and threaten to 

crumble. Through clouds of smoke mixed saw red, golden eyes, timid and flickering 
stars. Earth, air and sky upon themselves were covered by the same fire. Near the city get off 
the horse (...) between the lanes on (...) demolishing the houses in flames, flames coming 
through the broken windows black-red with black smoke .... so the houses seemed put Sire in 
order to battle ends burnt with those eyes full of fire and smoke. People were running and 
screaming, leaping lanes also the house for black ants; some were carrying and bare chests, 

faces and eyes staring at the soldiers scared. Pray fleeing, half-naked women who were 

running down the street, disheveled and also their ghosts (....). Men who throw under the 
wheels of houses or hit heads of die burnt houses who slam on the gravel street groaned here 
and there dead or half dead. Children screaming with eyes weeping and murmured inarticulate 
name their mothers. (...) Spurred his horse and went through strade over human corpses, 
broken over carts over broken Layia of flowing clothes and tools, mobile over broken over 
animals killed - that passed through this terrible wild show by this terrible drama and 
heartbreaking, lit fire to fire wide. + In part to side rows of burning houses, pavement and 
white gravel covered corpses and filled with black blood, the whole world ranging from 
murder down .... wailing and night clouds and smoke up! Here are feared throughout these 
shows." (M. Eminescu, Genius Wilderness, p. 150-151). 

• At Theophil Gautier, identify the "Avatar" a show diurnal image of a paradise earth, 
carried by the image of a space housing: "That we are talking about has this side of the ditch 
an embankment supported by a wall of large stones chosen for curious irregularity forms and, 
rising + is on both sides like doors, framed with their roughness and mass bleak and gloomy 
landscape of green between them. Side walls (...) disappeared under a curtain of vines (...) 
part of the garden resembled a forest rather than a fairly narrow flowerbed walls handcuffed 
civilization. Slightly behind the rocks stood grouped few clumps of trees in silhouette elegant 
crown rich whose leaves were a contrast picturesque: gray Japanese Thuja Canadian maple 
Virginia, ash green, white willow, sambovina provential dominated by two to three 
zade. Beyond the trees would settle turf ray - cut gras perfectly equal, a Gayon smoother, 
silky velvet than a royal clothes, this ideal emerald green (...) natural carpet, soft on the eye 
comfort him happy and that leg is afraid to walk (...). An alley of sand sifted through the sieve 
of fear that any scallop or some flint sharp not to injure the feet aristocracy who left their 
delicate their footprint, encircled like a yellow ribbon this green carpet, short and often, that 
roller who paved and rain artificially sprayer caretakers freshness wet (...). At the edge of this 
layer of grass sprang a real fiery fireworks that started from a bush geraniums (...). Elegant 
facade of the house closed view; slender columns, ionic, claiming attic that are on every 
corner a group of graceful marble, made him resemble a Greek temple (...) The idea of poetry 
and art; (...) Between columns flocks with wide stripes, roy, almost always left, appeared and 
drew windows that open doors to the porch like a mirror. Whenever sky of Paris fantesist 
condescended to spread a blue veil behind this Palazzio, its contours are drawn in a happy 
face between green shrubs that can be taken as the abode or a picture of the Fairies Queen 
increased Baron" (T. Gautier, Avatar, pp. 39-41). 

Conclusion: Considered a stylistic exercise auxiliary prose of Eminescu were 
emphasized by George Calinescu. The structures of the Romantic particular system of thought 
eigenvalues Romanian specific, local myths original connotation and very modern ambiguity 
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emphasized by symbols are the key axes of understanding of the work of Eminescu. Also, 
Eminescu's prose has a complex epic that capitalizes dream romantic, philosophical 
meditation, introspection and outlining a fantastic prospect. The whole vision of literature and 
art of T. Gautier looms on 2 axes: the beauty and the shape. Beautiful on he stated: "It is 
really beautiful than what can’t solve anything; everything useful is ugly" (T. Gautier, 1966, 
p. 23). This is the sole purpose of his creation, because the author excludes social trends, 
political and moralizing imposed by the romantic ideal. Regarding form, the French writer 
notes that iteal of neatens beautiful, ancient genius specifically defined as omnipotent. The 
two writers have similar views on visual images recovered by word descriptions focusing on 
details, especially concerning the art portrait excels Eminescu. Also, the Roman writer excels 
in shaping evil genius, while Gautier recovered, and look angelic genius. 

BIBLIOGRAPHY 

Crescenzo, R. 1999. Peintures d ’instruction, Geneve: Droz. 

Dethurens, P. 2011. Comparatisme «a la frangaise». Enjeux, recherche et methode, in 
«Doktoratsprogramm Romanistik: Methoden und Perspektiven» bewerben (Beginn HS2011), 
pp 1-4. Disponibil: http://www.rose.uzh.ch/doktorat/doktoratsprogramm.html 
Eminesu, M. 2009. Proza, vol. /-//. Editic ingrijita de Maria Rafaila, Bucure§ti: Ere Press. 
Gautier, T. 1973. Avatar y7 alte povestiri fantastice. Prefa|a de Laurent) u Ulici, traducere de 
Andreea Dobrescu-Warodin. Editic ilustrata de Damian Petrescu, Bucuresti: Editura Univers. 
Theophile Gautier, 1966. “Preface”, Mademoiselle de Maupin. Avec une Introduction et des 
notes par Adolphe Boschot, Gamier Freres. 

Hamon, Ph. 1991. La description litteraire, Paris: Macula Litterature. 

Heffernan, J. 1993. “Museum of words”. The Poetics of Ekphrasis from Homer to Ashbery. 
EUA: The University of Chicago. 

Ndiaye, E. 2008. “Retour sur l’episode d’Ariane dans le Carmen 64 de Catulle, une ekphrasis 
vocale ?” in revista « Rursus », n° 3. 

Piaster, M. 1994. “Concepciones de la intertextualidad” en Criterios. Num. 31. La Habana. 
Disponibil: http://www.criterios.es/coleccion/colinter.htm. 

Pimentel, L. A. 2001. “Ecfrasis: la representacion verbal de un objeto”. El espacio en la 
ficcion, ficciones espaciales: la representacion del espacio en los textos narrativos. Mexico: 
Siglo XX; Facultad de Filosofia y Letras de la UNAM, ISBN 9789682323164 
Pimentel, L. A. 2003. "Ecfrasis y lecturas iconotextuales" en Poligrafias: Revista de 
literatura comparada. Num 4, pp, 205-215. URL: http://hdl.handle.net/10391/868 
Robillard, V. 2011. “En busca de la ecfrasis (un acercamiento intertextual)”. En: Entre artes: 
entre actos: ecfrasis e intermedialidad. Mexico: UNAM. 

Simion, E. 1964. Proza lui Mihai Eminescu, Bucure§ti: E.P.L. 

Ulici, L. 1973. „Prefa(a” la Avatar yz alte povestiri fantastice de T. Gautier. Traducere de 
Andreea Dobrescu-Warodin. Editic ilustrata de Damian Petrescu, Bucurcyti: Editura Univers. 




507 


Iulian Boldea, Cornel Sigmirean (Editors) 

MULTICULTURAL REPRESENTATIONS. Literature and Discourse as Forms of Dialogue 
Arhipelag XXI Press, Tirgu Mures, 2016 
ISBN: 978-606-8624-16-7 
Section: Literature 


GEORGE COSBUC, YESTERDAY AND TODAY 
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Abstract: As a very popular poet, especially among the Romanian peasantry, George Cosbuc never 
was under the influence of Eminescu literary creation. Also, he does not belong to the modem poetry 
neither by his prosodie, nor by the approached types of his poems. Refiising the subjectivism, his 
lyrical idylls are small skeches of the yesterday village. The ethic joins the esthetic and the ethnic into 
a musical and subjugating display. 

„The Poet of the Peasantry” has written lyrics aiming the occasional, often memorable, even 
sentencious, in a language cleared of regionalisms. Unfortunately, today the skeches of his lyrics 
mean almost nothing. Brilliant versifier, George Cosbuc was considered a great poet during his life, 
but starting with the inter-war period his work has entered into a relative and undeserved oblivion. 

Keywords: very’ popular poet, lyrical idylls, subjugating display, „the Poet of the Peasantry”, brilliant 
versifier 


Poet foarte popular, mai ales in randul taranimii romane, si neinfluentat in niciun fel 
de creatia eminesciana, George Cosbuc poate fi inclus in acelasi perimetu liric in care se mai 
situeaza Ion Pillat, Octavian Goga, Vasile Voiculescu sau Radu Gyr. El nu apartine poeziei 
moderne nici prin prozodie, care, la Cosbuc are rnereu ritm si rima, si nici prin speciile 
abordate, cum ar ft idila sau balada, in care poetul refuza subiectivismul. „G. Cosbuc nu se 
exprima niciodata pe sine. Idilele lui sunt, s-a spus, rnici scenete, reprezentari obiective ale 
unor persoane si evenimente din satul de altadata” 1 observa Nicolae Manolescu. Totusi, 
adauga criticul citat „poetul nasaudean este el insusi mai cu seama cand este un altul” 2 . 

Tudor Vianu constata ca lui Cosbuc „ii placea sa porneasca de la teme istorice sau 
legendare, de la situatii reale de viata. Chiar expresia sentimentelor individuale se organizeaza 
la el prin mijlocirea unui <rol> sau sub o <masca> 3 . 

George Cosbuc scria o poezie care are in vedere ocazionalul si reveleaza sentimentele 
unei comunitati, neavand pretentia intimitatii. „Poetul taranimii” crea versuri care se cereau 
recitate, pentru ca aveau un limpede caracter oral. Daca lumea in care a trait Cosbuc recepta 
cu lejeritate si entuziasm idilele cu flacai intr-o permanenta tentativa de a obtine cat mai multe 
saruturi de la fetele sfioase, pentru tinerii din satul de azi scenele din poeziile lui Cosbuc nu 
mai inseamna aproape nimic. 


1 Nicolae Manolescu, „G. Gosbuc, azi”, Romania literara, nr.41/2016, p. 3. 

2 Ibidem. 

3 Tudor Vianu, Studii de literaturd universald $i comparata, editla a Il-a, Bucuresti, Editura Academiei RSR, 1963, p. 598. 
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Poezia extrem de muzicala a acestui versificator genial a facut din George Cosbuc cel mai 
popular poet roman cata vreme a trait. In perioada interbelica si mai apoi, lirica sa a intrat intr- 
o relative uitare. G. Calinescu gaseste ca aceasta uitare „numaidecat dupa moarte” este 
„explicabila”, dar „injusta” 4 . 

Renumitul critic literar considera ca „marea inegalitate a operei”, dar si „triumful 
anecdoticului” 5 au contribuit decisive la caderea din varful ierarhiei lirice romanesti a celui 
care s-a dovedit „nu rareori si un poet mare, profund original”, precum si „un desavarsit 
technician” 6 . 

Opera poetica a lui George Cosbuc asociaza deseori esteticul eticului si etnicului. Ea 
are valoare doar cata vreme caracterul obiectiv, ruralul si satul ardelean cu tipologia sa sunt 
luate in calcul. Cosbuc inseamna o suma de elemente: sociale, morale, psihologice si 
anecdotice. Daniel Cristea-Enache considera ca „a-l epura pe Cosbuc” de acestea „ar duce la o 
deposedare a poetului de el insusi” 7 . Faptul ca a ilustrat cu precadere satul transilvanean nu a 
diminuat totusi cu nimic doza de receptare a liricii sale in alte regiuni ale tarii noastre. Cosbuc 
a fost pretuit de un intreg popor si pentru faptul ca a evitat sa foloseasca un limbaj regional in 
poezia sa. Accesibilitatea vocabularului poetului ardelean a fost unul dintre atuurile 
popularitatii sale in Moldova sau in Muntenia. 

Faptul ca au intrat in memoria publicului cititor atatea versuri cosbuciene se explica si 
prin aceea ca sunt de-a dreptul sententioase. Ion Pop observa ca poetul s-a orientat „spre 
tipare si arhetipuri, spre permanente si etemitati, indreptandu-si cugetarea, discursul catre 
formula sententioasa, gnomica, iar ansamblurile textuale catre constructia parabolica, 
pilduitoare” 8 . Putini dintre noi nu cunosc pasaje ori sintagme lirice precum cele pe care le 
vom cita mai jos: „Din codru rupi o ramurea/ Ce-i pasa codrului de ea,/Ce-i pasa unei lumi 
intregi/ De moartea mea!”; „0 lupta-i viata, deci te lupta/ Cu dragoste de ea, cu dor”; „Sunt 
suflet in sufletul neamului meu/ Si-i cant bucuria si-amaral”; „Viata asta-i bun pierdut/ Cand 
n-o traiesti cum ai fi vrut” etc. 

Poet solar, asemenea lui Alecsandri, dar total diferit in abordare, George Cosbuc a 
preferat idilicul. Pana si intr-o poezie ca „Iarna pe ulita”, poetul ardelean nu este interesat de 
farmecul anotimpului, ca „bardul de la Mircesti”, ci de „spectacolul unde elementele umane 
ori cele naturale se grupeaza conflictual” 9 . 

Totusi, George Cosbuc e un orasean, nu un tar an, cum il considera Gherea. Vladimir 
Streinu, N. Manolescu si Petra Poanta au remarcat acest lucra. Ba, mai mult, el este un poet 
livresc, un carturar ale carai idei poetice pornesc de multe ori din literatura. Poetul 
„asimileaza modul idilic de perceptie al oraseanului fata de realitatile taranesti” 10 , consider 
Vladimir Streinu. „Taranii sunt oraseni costumati; idilismul e rezultatul unei dispozitii 
artistice” 11 , remarca, in acest sens, si N. Manolescu. „G. Cosbuc e un actor, un interpret, 
intrand in pielea unor personaje, spre a le reproduce comportamentul si vorbirea” 12 , mai spune 


4 Calinescu, George, Istoria literaturii romane de la originipana inprezent, Bucuresti, Editura Minerva, 1982, p. 586. 

5 Ibidem. 

6 Ibidem, p. 590. 

7 Daniel Cristea-Enache, „Fara epurari ”, Romania literara , nr. 41/2016, p. 10. 

s Ion Pop, „Cu gandul la G. Cosbuc”, Romania literara , nr. 41/2016, p. 13. 

9 Petru Poanta, G. Cosbuc-poetul , Bucuresti, Editura Demiurg, 1994, p. 42. 

10 VI. Streinu, Poezie $ipoeti romani, Bucuresti, Editura Minerva, 1983, p. 165. 

11 N. Manolescu, „Poezia lui George Cosbuc”, Steaua, nr. 1/1978. 

12 Ibidem. 
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criticul citat. Spectacolul e sustinut si de faptul ca „idilele cosbuciene au o strucura 
dialogata” 13 , dupa cum remarca Petru Poanta. 

* 

Andrei Bodiu constata cum Cosbuc „estetizeaza” natura, moartea, iubirea si 
eroismul. „Natura e convertita in frumusete, in <splendoare>, e o natura ireala, paradisiaca, o 
natura construita, artificiala prin insasi alaturarea de elemente” 14 : 

„Priveam fara de tinta-n sus- 
Intr-o salbatica splendoare 
Vedeam Ceahlaul la apus, 

Departe-n zari albastre dus, 

Un urias cu fruntea-n soare, 

De paza tarii noastre pus. 

Si ca o taina calatoare, 

Un nor cu muntele vecin 
Plutea-ntr-acest imens senin 
Si n-avea aripi sa mai zboare! 

Si tot vazduhul era plin 
De cantece ciripitoare.” 

{Vara) 

Laurentiu Ulici noteaza ca, in „Vara”, „natura e vazuta bucolic si idilic, cufundata in 
liniste clasicista, care nu inseamna absenta misarii si a sunetelor, ci suprematia perspectivei 
calme, a beatitudinii solare, a sufletului extatic intors asupra lui insusi” 15 . 

La Cosbuc, nu doar diurnul e sublim, ci si noctumul: 

„Zarile, de farmec pline, 

Stralucesc in luminis; 

Zboara mierlele-n tufis 
Si din codri noaptea vine 
Pe furis” 

{Noapte de vara) 

Nici iarna nu e altceva decat un anotimp aducator de un farmec cam ireal: 

„A-nceput de ieri sa cada 
Cate-un fulg, acum a stat, 

Norii s-au mai razbunat 
Spre apus, dar stau gramada 
Peste sat. 

Nu e soare, dar e bine, 

Si pe rau e numai fum. 

Vantu-i linistit acum, 

Dar navalnic vuiet vine 
De pe drum.” 

{Iarna pe ulita) 


13 Petru Poanta, op. cit., p. 35. 

14 Andrei Bodiu, George Cosbuc, monografie, antologie, receptare critica, Brasov, AULA, 2002, p. 16. 

15 Laurentiu Ulici, „George Cosbuc”, in Convorbiri literare, nr. 3/1976. 
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Primavara e asociata unui cantec de pasari sau unui concert al acestora („Vestitorii 
primaverii” sau „Concertul in lunca”), iar in poezia „Toamna” „moartea naturii” e vazuta ca 
„un spectacol in care suferinta e estetizata, ea induioseaza, nu cutremura” 16 , considera Andrei 
Bodiu. 

„Toamna tarziu 
In noapte cu luna, 

Cum vajaie codrul 
Si geme si suna!(...) 

Si moare cu fruntea 
Pe pieptul naturii, 

Si moare natura 
De jalea padurii, 

In toamna tarziu.” 

( Toamna ) 

Natura nu intra niciodata, in poezia lui Cosbuc, in conflict cu omul. Pana si intr-o 
poezie ca „In miezul verii” armonia domina peisajul. Soarele dogoritor poate ft daunator, dar 
vantul vine in ajutorul omului. Femeia care ii racoreste copilului sau obrajii cu apa de la 
fantana din camp are nu doar in apa un aliat impotriva caldurii, ci si in vant, caci acesta: 

„Peste ochi isi pune-o mana 
Si, zambind copilareste, 

Curios si lung priveste 
Spre fantana!”. 

Natura din poeziile lui Cosbuc e una romaneasca si e mai frumoasa decat in alte parti, 
iar poetul se dovedeste astfel, si in aceasta parte a creatiei sale, patriot. 

Poezia iubirii ofera cititorului multe scenete, multe dialoguri sau monologuri, regizate 
de poet cu grija. Idilele lui Cosbuc sunt dramatizate („Nunta in codru”, „Scara”, „Rea de 
plata”, „Numai una!”, „Dusmancele” etc.). 

„Nunta Zamfirei” e una din povesti, iar portretul fetei e unui ce evidentiaza frumusetea 
absoluta: 

„Frumoasa ca un gand razlet, 

Cu trupul nalt, cu parul cret, 

Cu pas usor. (...) 

Un trandafir in vai parea, 

Mladiul trap i-1 incingea 
Un brau de-argint, dar toata-n tot 
Frumoasa cat eu nici nu pot 
O mai frumoasa sa-mi socot 
Cu mintea mea.” 

(Nunta Zamfirei ) 

Practic, doar trei versuri ne vorbesc despre sentimentul Zamfirei pentru alesul ei. Fata 
isi manifests dragostea cu o timiditate greu de inteles pentru o mireasa, dar ea are 
circumstanta atenuanta a personajului de basm: „Si ea, mergand spre Viorel,/ De mana cand a 
prins-o el,/ Rosind s-a zapacit de drag. 

Nu e o noutate cand spunem ca iubirea, in poezia lui Cosbuc, cunoaste o gradatie ce 
incepe cu nedumerirea din „Manioasa”, in care „Lina s-ascunde” si nu raspunde chemarii 


16 Andrei Bodiu, op. cit., p. 20. 
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flacaului, care se mira, nestiind sa-i ft „facut” ceva; urmeaza dulcea suferinta, din pricina 
faptului ca baiatul „nu s-a priceput”: 

„Zile lungi mi le-am pierdut, 

Sa ma-mprietenesc cu tine: 

Tu-mi umblai sfios, Sorine, 

Si plangea durerea-n mine 
Ca tu nu te-ai priceput.” 

(Nu te-ai priceput) 

in „Cantecul fusului” nelinistea pune stapanire pe fata „ce pare a trai o suferinta 
inaintea dulcii suferinte a iubirii” 17 („Eu mi-am facut un cantec / Si n-as fi vrut sa-1 fac...”). 
Uneori, micile necazuri sau neintelegeri aparute intre indragostiti provoaca si ele nelinistea de 
care vorbeam. in „Pe langa boi”, fata e suparata ca flacaul: „Pentr-o vorba rea ce-i spui/ El 
toata ziulica lui/ Munceste suparaf„Rea de plata” si „Scara” aduc in scena fetele sirete, care 
ii pacalesc pe tinerii dornici de a obtine de la ele saraturi, iar fennecatorul poem „Numai 
una!” scoate in evidenta fermitatea feciorului bogat care iubeste o fata saraca: „Mi-e draga 
una si-i a mea/ Decat sa ma dezbar de ea/ Mai bine-aprind tot satul!”, caci „ce folos de boi si 
vaci/ Nevasta daca nu ti-o placi/ Le dai in trasnet toate!”. Ion e decis sa treaca peste opozitia 
familiei sale si sa o ia de nevasta pe fata fara zestre. Frumusetea iubirii e aici si una a 
implinirii erotice prin casatorie. 

in „Dusmancele”, aceeasi stratificare sociala din lumea satului e un motiv de disputa 
pentru un baiat, intre doua fete, una instarita, dar urata - Leana, si alta saraca, dar frumoasa. 
Cea din urma stie insa bine cum gandesc cei ca Lisandru: 

„Ca boii-s buni, bine-i bogata; 

Dar daca pui flacai odata 
S-aleaga dansii cum socot 

O fata, 

Bogata-si pupa boii-n bot, 
imbatranind cu boi cu tot!” 

( Dusmancele ) 

Tensiunea maxima in ceea ce priveste suferinta din dragoste o intalnim in poemul 
„Fata morarului” si este provocata de pacatul iubirii. Gandul sinuciderii, strivita fiind de roata 
rnorii („As vrea sa fiu, roata, supt tine!”) va ft, probabil, alungat dupa o discutie a fetei cu 
mama ei, care „n-a bagat inca de seama” ca pe fata o strange braul („La copcii cu greu il 
ajung! Asa de cu greu il ajung/ Si-n copcii el trupul mi-1 frange”). 

Moartea sta, la Cosbuc, sub semnul „<tragediei inaltatoare>, a unui tragic atenuat de si 
prin frumos” 18 , sustine Andrei Bodiu. Petra Poanta constata ca, in Moartea lui Fulger, poetul 
transforma moartea printului intr-un „spectacol maret”, in care nu se remarca „fastul 
funerar” 19 , ci frumusetea celui mort. In plus, impresioneaza cromatica, amestecul de alb si 
rosu: 

„De-argint e alb frumosu-i port 
Dar ros de sange-I albul tort, 

Mirati si de rasuflet goi, 

Vazandu-ti chipul de razboi 


17 Andrei Bodiu, op. cit., p.27. 

18 Ibidem, p.43. 

19 Petru Poanta, G. Co$buc-poetuI, Bucuresti, Editura Dcmiurg, 1994, p. 119. 





512 


Iulian Boldea, Cornel Sigmirean (Editors) 

MULTICULTURAL REPRESENTATIONS. Literature and Discourse as Forms of Dialogue 
Arhipelag XXI Press, Tirgu Mures, 2016 
ISBN: 978-606-8624-16-7 
Section: Literature 


Sa steie ingerii-nlemnit; 

Si orb de-al armelor sclipit, 

S-alerge soarele-napoi 
Spre rasarit!” 

(.Moartea lui Fulger) 

Moartea lui Gelu insa „exprima frumusetea esecului” 20 , e de parere Petru Poanta. 
Desi invins, eroul este un invingator. Ultimul gest al voievodului, acela prin care isi infrunta , 
dusmanul cu o sageata scoasa din propria-i rana, ii innobileaza pe acesta: 

„Cu graba el arcul si-1 prinde, 

Si-nvarte sageata si-o scoate 

Din rana, si-o-ntinde: 

Si vajaie slaba sageata 
Cu gemetul mortii deodata-” 

(Moartea lui Gelu ) 

In Moartea lui Gelu gasim, sustine Petru Poanta, „cea mai complexa viziune a 
eroismului voievodal”, caci „sporul de lirism provine din tonalitatea elegiaca de litanie, 
deprimanta in esenta, desi nu lipseste nici suflul mobilizator” 21 . 

Eroismul estetic este dat de poeziile de inspiratie istorica, de baladele in care eroismul 
este sublim. Eroii poetului sunt, uneori, mari personality ale istoriei neamului: Decebal, 
Mihai Viteazul, Gelu, dar si niste simpli ostasi, in poezii ca „Dorobantul”, „Povestea 
caprarului”, „Trei, Doamne, si toti trei...”, „0 scrisoare de la Muselim Selo” etc. Moartea 
eroilor lui Cosbuc este exemplara si e in folosul tarii lor si a binelui. Viata lor se traieste intr-o 
continua lupta, iar victoria dusmanilor este efemera. 

S-a spus despre George Cosbuc ca a intentionat sa scrie o epopee a satului 
transilvanean. Proiectul nu a avut finalitate, poetul reusind totusi sa creeze doua capodopere: 
„Nunta Zamfirei” si „Moartea lui Fulger”. „Cert este ca nu atat epopeea ca gen il interesa, cat 
intemeierea unei mitologii poetice romanesti” 22 , considera Petru Poanta. Ceea ce nu e putin 
lucru. 
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Abstract: Octavian Goga and Ady Endre are authentic Transylvanian poets. In the lines below you 
can discover the essence of the traditionalism through the image of the poet's native villages. This 
article attempts to describe the poet's works and discover the characteristic elements of 
Transylvanian poetry. 

Keywords: poetry, village, traditional, lyrism, Transylvania. 


Octavian Goga ramane una din cele mai mari constiinte ale neamului romanesc si am 
ajuns la aceasta concluzie din cele ce el insusi afirma: „M-am nascut intr-o vreme cand 
principiul national domina toate fluctuatiile sufletului romanesc.” Octavian Goga vede in 
scriitor luptatorul, deschizatorul de drumuri, om care fdtreaza durerile poporului prin sufletul 
lui si le transforma intr-o trambita de alarma. Tonul profetic, mesianismul, acestea izbesc de 
la inceput in poezia ra§inareanului Octavian Goga. Poetul inalfa - cantarea patimirii noastre - 
§i cade in genunchi in fal,a lui Dumnezeu. Ideea politica e absorbita intr-un text obscur de 
oracol cutremurator, spune George Calinescu, in a sa „Istorie a literaturii romane”: „Din casa 
voastra, unde-n umbra/ Plang doinele §i rade hora,/ Va straluci odata vremii/ Norocul nostru,- 
al tuturora./ A mea e lacrima ce-n tremur/ Prin sita genelor se frange,/ A1 rneu e cantul ce-n 
pustie/ Neputincioasa jale-si plange./ Ci-n pacea obidirii voastre,/ Ca-ntr-un intins adanc de 
mare./ Traie§te-nfrico§atul vifor/ A1 vremilor razbunatoare./” 1 (Plugarii) 

Atitudinea mesianica, sentimentul dezradacinarii, universul rural dominant il 
determina pe George Calinescu sa-1 includa pe Octavian Goga in categoria samanatoristilor 
alaturi de St. O. Iosif, Mihail Sadoveanu, Emil Garleanu, Constantin Sandu-Aldea. Evident, 
exista puncte de convergenta cu ideologia miscarii samanatorista. In Fragmente 
autobiogralicc, insusi Goga recunoaste: „samanatorismul insemneaza o atitudine de simpatie 
fata de taran, de cei obijduiti, o miscare de rascolire a framantarilor de jos. Am mers paralel 
cu aceasta manifestare, insa pot sa spun ca n-am fost niciodata un samanatorist, n-am fost 
inglobat in aceasta miscare literara.” 

Tot in acest capitol autobiogralic, poetul afirma: „M-a atras poporanismul pentru ca 
se ocupa de taran, de taranul in care trebuie sa vedem un rezervor de rasa si pentru ca se lansa 
concomitent si un sentiment moral.” Samanatorist sau poporanist, Goga se aventureaza pe 
taramul literaturii cu dorinta declarata de a conligura o monografie sufleteasca a satului cu 


1 Octavian Goga, Opere /, editura Minerva, Bucure§ti, 1978, pag. 5. 
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toate framantarile sale. „Era in intentia mea sa fac un fel de Georgica, in care sa se insaileze 
un fel de poezie larga, a tuturor indeletnicirilor romanesti de la tara.” 2 

„Clacasii” este poezia care transmite cel mai bine sentimentul de compasiune si 
intelegere a poetului, fata de durerea si truda taranului roman. Primul impact cu sfasietoarea 
durere are loc din primele versuri, cand parca si natura amplified senzatia apasatoare, printr-o 
caldura torida din miez de vara. Mai apoi mersul lor transmite oboseala covarsitoare care ii 
apasa: „Eu le vedeam instruirea lunga, Cum garbovita-ncet inainteaza Cum staruind prin 
holda-si taie uliti, Cersitorind cu ochii stinsi o dunga De nor pribeag in vanatul din zare/ 
Cand secera-n trudita ei carare sir asternea in snopii grei de aur Prisosul sfant de 
binecuvantare.” 3 

Marele poet maghiar Ady Endre i§i va incepe si el o poezie cu acelasi simbol pentru 
saracie, inspirandu-se de la prietenul sau Goga. §i asa suna versurile sale: „In Salajul cu 
hartoape/ La umbra a sapte pruni.../”, cei sapte pruni Hind simbolul saraciei in care traiau 
taranii indiferent ca erau maghiari sau romani. De asemenea mai crede ca si poezia lui Goga 
ar trebui perceputa ca un simbol pentru soarta naprasnica a celor trei provincii Ardealul, 
Banatul §i Crisana. Autorul se bazeaza pe tonurile sumbre pe care le regasim nu in putine 
poezii ale poetului. Astfel un ton melancolic chiar pesimist il regasim in poezii precum 
„Claca§ii”, „Apostolul”, „Dascalul”, „Dascalila” §i chiar §i poezii mai putin raspandite cum ar 
fi „01tul”: „Zdrobita-n praf, murea arama,/ §i codrul chiotea, viteazul;/ Iar tu, fratinc, mare 
me§ter,/ Biruitor frangeai zagazul/ §i-mbujorandu-te la fa|a,/ Treceai prin vaile afunde,/ 
Incovoindu-(i indaratnic/ Maretul tau grumaz de unde/ /Slavite farmituri a vremii,/ De mult v- 
am ingropat valeatul.../ Neputincios pari si tu astazi -/ Te-a-ncins cu lanturi imparatul./ Ca 
unda ta strivita, gemem/ §i noi, tovarasii tai buni,/ Dar de ne-om prapadi cu totii/ Tu, Oltule, 
sa ne razbuni!// Sa vcrsi pagan potop de apa/ Pe scsul holdelor de aur;/ Sa piara glia care 
poarta/ Instrainatul nost' tezaur;/ Tarana trupurilor noastre/ S-o scurmi de unde ne-ngropara/ 
§i sa-(i aduni apele toate -/ Sa ne mutam in alta (ara!” 4 

Poezia lui Goga este cea a revoltei, a revoltei impotriva tuturor celor care asupresc 
poporul roman, si mai ales taranul roman. Cu cat este mai grea si mai dureroasa cu atat si 
versurile poetului devin mai dure si mai revoltatoare. Gasim lupta poetului cel mai bine 
exprimata in volumul postum „Din larg”. Se poate observa ca blestemul lui Goga impotriva 
asupritorilor e rareori rostit, el ramane mut, chiar pietrificat, intr-o revolta surda si zadarnica, 
dar nu lipsita de speranta unei schimbari in viitor. Revolta poetului porneste de la suferinta 
plugarilor, ei fiind cei catre care se indreapta speranta de dreptate si lupta pentru libertate: „La 
voi alearga totdeauna/ Truditu-mi suflet sa se-nchine;/ Voi singuri strajuifi altarul/ Nadejdii 
noastre de mai bine./ A1 vostru-i plansul strunei mele,/ Cre§tini ce n-ave|i sarbatoare,/ Voi, cei 
mai buni copii ai firii,/ Urzip din lacrimi si sudoare./” (Plugarii) 5 

Solidaritatea fa(a de (aranimca saraca maghiara, la poetul Ady Endre apare recurent in 
volumul „Uj versek” („Versuri noi”) o pledoarie patetica - care il apropie de gandirea lui 
Goga ca exponent al ruralului romanesc. Versurile din aceasta poezie sugereaza apropierea de 
poezia lui Goga. Gasim in ea acelasi strigat pentru eliberarea poporului subjugat: „Un glas au 
Dunarea §i Oltul,/ Murmur soptit, glas mortuar./ In patria lui Arpad e vai/ De cine nu-i domn 
ori talhar./ Cand ne vom uni, in starlit?/ Cand vom li-n rostire temerari?/ Noi, cei impila(i si 


2 Octavian Goga, Marturisiri literare organizate de D. Daracostea in anii 1932 - 1933, edi^ie ingrijita ?i introducere de 
Iordan Datcu, editura Minerva, Bucure§ti, 1971, pag. 35. 

3 Octavian Goga, Opere I, editura Minerva, Bucure§ti, 1978, pag. 77. 

4 Idem, pag. 10. 

5 Idem, pag. 5. 
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zdrobifi,/ Unifi maghiari §i nemaghiari?// Cat mai fi-van tron ticalo§ia,/ Iar noi, cei mulfi, la§a 
ostirc? Popor maghiar, cat vei mai (1/ Pui de graur in colivie?/ Ungarie de tristi cer§etori,/ Azi 
n-avem paine, nici credinfa./ Dar maine toate le-om avea,/ De-ndraznim si-avcm voinfa./” 
(„Cantecul iacobinului maghiar”) 6 

De pe pozifiile unei poetici anticlasiciste si post romantice, el reevalueaza realist 
iluziile istorice §i traditi i le proprii mo§tenite de la mica nobilime maghiara, de care se simtca 
indisolubil legat. Expunerea sistematica a acestor motive, sinceritatea nemiloasa, critica la 
surescitarea orgolioasa a nobilitafii nationale i-au atras simpatia §i fraternitatea unor pocti din 
arealul central european, precum romanul Goga, sarbul Manoilovici, croatul Krleza, dar si 
arti§ti precum cehul Franz Kafka sau austriacul Rainer Maria Rilke. 7 

Gradina familiei Kiszely are o asczarc deosebita, deoarece se afla in buza unui deal 
care strajuie§te indeaproape valea paraului Calata. Aici, a§ezat sub ramurile teiului, statea 
uneori Ady Endre care contempla satul. Era cu pufin inainte de izbucnirea primului razboi 
mondial si Ady Endre, care frecventa anumite cercuri de intelectuali §i care traise anumite 
perioade din viafa sa la Paris sau Budapesta, putea „citi” semne pe care oamenii obisnuifi 
poate ca nu le vedeau. Aici a scris, atunci, poezia „Pe malul Calatei”, din care razbate o 
nelini§te pe care la acel moment nu o infelegeau mulfi. 

„Pe malul Calatei” este cea mai linistita poezie a lui Ady, dupa o intreaga opera plina 
de patos si idei revolufionare. Poate nu intamplator, aceasta poezie a fost scrisa cu doar cateva 
zile inainte de inceperea razboiului §i cu aproape §ase luni inainte de moartea poetului 
maghiar. 

„Poemul descrie, in prirna sa parte, frumusefea unei duminici calde de vara, cand, de§i 
grav bolnav, se afla alaturi de Sofia sa §i alaturi de familie §i privea catre peisajul bucolic al 
Sancraiului, dominat de biserica, azi calvina, cu turle ascufite, construita in secolul XIII. Ady 
Endre descrie frumusefea fetelor imbracate in port popular care, intr-o cavalcada de culori, 
ie§eau vesele de la biserica, iar in ochii lor poetul i§i regasea tinerefea pierduta §i frumusefea 
unei lumi intregi, dar §i spcranta in viafa. In urma fetelor veneau, in ordine, doamnele, flacaii 
satului §i abia barbafii. In toate aceste grupuri, Ady Endre vedea intregul neam maghiar”, 
spune Monika Peter, profesoara de literatura maghiara in Sancraiu. 8 

„Pe malul Calatei” a devenit poernul de capatai al Sancraienilor. „Maghiari pomposi 
venind de la biserica/Au traversat raul Calata/ Si aproape a ridicat podul in lumina/ Soarele 
imbratisator de iunie./ Cate culori, cate culori, cate dragute/ Si atata liniste in varietatea asta/ 
Si alb si rosu si galben strident,/ Albastru provocator si razboinica culoare maro/ Si ce fete 
linistite de cucoane,/ Si cununi impodobite dorind sa cada./ Predica din capul lor incapatanat, 
in liniste/ Zboara si se amesteca cu mireasma verii./ Ce mars pompos pe deal,/ Oh mars 
ceremonios, neschimbat,/ Siguranta, vara, frumusete si liniste.// Si ma sageata nelinistea:/ 
Ochi de fete, ochii destinului meu,/ Ochi, in care, un imbujorat de douazeci de ani,/ 
Adolescent vesel ma vad,/ Ochi mai frumosi decat toti ochii care au fost/ Si in cel din urma s- 
a amprentat in ei/ Tineretea mea de tristete etema:/ Afectiune(atractie), scumpa goana/ 


6 Traducere de Francisko Kocsis - Efectul admirafiei. Poefi maghiari din Transilvania , editura Ardealul, Targu-Mures, 2006, 
pag. 46: Dunanak, Oltnak egy a hangja,/ Morajos, halk, halotti hang./ Arpad hazajaban jaj annak,/ Aki nem ur es nem 
bitang.// Mikor fogunk mar osszefogni?/ Mikor mondunk mar egy nagyot,/ Mi, elnyomottak, osszetortek,/ Magyarok es nem- 
magyarok?//Meddig lesz meg ur a betyarsag/ Es pulyahad mi, milliok?/ Magyarorszag nepe meddig lesz/ Kalitkas seregely- 
fiok?// Bus koldusok Magyarorszaga,/ Ma se hitunk, se kenyeriink./ Holnap mar minden a mienk lesz,/ Hogyha akarunk, ha 
merunk.//( Magyar jakobinus dala). - Ady Endre, Versek I, editura Kriterion, Bucure§ti, 1979, pag. 156. 

7 www.muzeuloctaviangoga.ro/patrimoniu/locatarii-de-la-ciucea/ady-endre. 

8 http://www.romanialibera.ro/actualitate/proiecte-locale/raiul-lui-ady-endre-de-pe-valea-calatei-245609. 
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Aberatie pana la ultima urgie/ Si privindu-ma cu rugaciune in ochii astia mari/ Pe mine insumi 
si cum sunt in ei./ Tacere, iunie este in inima mea,/ Gloata bisericeasca care a trecut/ Si m-a 
patruns evlavia lor/ Si in aceasta clipa pe malul Calatei/ Siguranta, vara, frumusete si liniste.” 9 

Pe meleagurile Sancraiului si Calatei s-au intalnit cei doi mari poeti care isi vor 
pastra prietenia, dar nu si convingerile politice. Amandoi luptau pentru popor in felul lor. 
Daca O. Goga dorea obtincrca dreptului la autodeterminare deci §i Unirea cu vechiul Regat al 
Romaniei, Ady Endre dorea ca toate teritoriile aflate inca sub ocupapc Austro-ungara sa 
ramana Ungariei sperand si intr-o autonomie a zonei Calata. 

Lupta dusa de O. Goga pentru unificarea (arii i-a adus multe sufcrinl.c incepand cu 
amenzi usturatoare culminand cu inlcmnitarca lui in temnitelc Austro-ungara. In acea 
perioada, prietenul sau a fost alaturi de el sustinandu-1 moral de§i §i el era bolnav bucurandu- 
se totodata ca e mai bine sa fii bolnav decat inchis. 

Dupa eliberarea sa, O. Goga s-a mutat la Bucure§ti, unde a continuat sa militeze pentru 
dezrobirea provinciei sale natale, cat si pentru intrarea Romaniei in razboi si a trupelor 
romane in Transilvania. 10 

Concluzia este ca cei doi mari poeti si-au iubit satul si pe locuitorii acestuia, cu o 
patima greu de descris in cuvinte. Versurile lui Ady din poezia „Drumuri infundate”, ne 
conduc spre o lume plina de taine inca nedescoperite: „Larg camp de taine ma chema,/ Cu 
sute de cai netede ispita,/ Iar eu hotarat si fredonand/ Am izbit in urma-mi poarta./ Stralucind 
se pierdeau printre flori/ Drumuri ce urcau catre piscuri,/ Eu uitam ograda linistita,/ Imbatat 
goneam peste campuri./ Goneam cantand §i orbit./ De miresme noi, minunate inrobit,/ §i n-am 
observat la capatul sutelor cai/ Ca orice drum mi s-a sfar§it./ Nicaieri, niciunde vechea vatra,/ 
in noapte §i cca|,a s-au pierdut/ §es, drum, flori, miresme §i curte,/ Poarta, c red in (a, chef, 
extaz, trecut./ Ades ma-ncurc in salbatice hati^uri/ Cand strabat bezna pustiului/ Printre 
spaime §i amintiri/ Si deasa cea^a destinului./ inapoi, spre curtea linistita,/ S-au surpat 
drumurile toate,/ Departe-n cea(a si noapte aud/ Ca-i deschisa-o poarta veche. //” u 

Iar aceasta poezie m-a dus cu gandul la poezia lui Goga, „In drum”: „Arare-n pribegia 
noastra,/ Cand calea ni se-ncruciseaza,/ Din lamura vapaii moarte,/ Eu simt cum reinvie-o 
raza...// Ne rumeneste-n drum obrazul/ Si licarirea ei ne rninte,/ Cand fulgerul unei clipite/ 
Despic-aducerile-aminte...// Vai, mintea, vaduva batrana,/ Vrea mortii iar sa si-i dezgroape.../ 
...Si tu-ti intorci grabita fata,/ Sa nu-ti vad plansul din pleoape....// Raman invins... - Aud 


9 Traducere personala: „Pompas magyarok, templombol jovet/ Mentek at a Kalota folyon/ S a hidat fenyben majdnem 
folemelte/ Az olelo juniusi Nap./ Mennyi szin, mennyi szin, mennyi kedves/ Es tarkasagban annyi nyugalom/ Es feher es 
piros es virito sarga,/ Izgato kek es harcos bama szin/ S micsoda nyugodt, nagysagos arcok,/ Ekes partak, leesni ahitok./ Papi 
beszedkemeny fejukbol csondben/ Szall el s nyari illattal vegyiil./ Mily pompas vonulasuk a dombon,/ Oh tempos vonulas, 
allandosag,/ Biztossag, nyar, szepseg es nyugalom.// S ream nyilaz a nyugtalansag:/ Leany-szemek, Sorsom szemei,/ Szemek, 
melyekben rozsas, husz eves,/ Vidam kamasznak latom magam,/ Szebb szemek minden volt szemeknel/ S benniik vegkep 
Megpecseteltetett/ Az en orok-bus ifjusagom:/ Vonzodas, draga ilzetes/ Csapongas a vegso Csapasig/ S imadkozva nezni e 
nagy szemekben/ Magamat es mint vagyok benniik./ Csond, junius van a szivemben,/ Altalvonult templomi nepseg/ 
Belemkoltozott ahitata/ S e percben a Kalota partjan/ Biztossag, nyar, szepseg es nyugalom./” - Ady Endre: A Kalota partjan; 
Versek II, editura Kriterion, Bucure§ti, 1979, pag. 244. 

10 http://www.ecreator.ro/eseistica/2848-paralele-si-prietenii-intre-o-goga-si-ady-endre.html 

"Traducere personala: Az elsulyedt utak: Hivott a titkok nagy mezoje,/ Kellette magat szaz sima ut/ Es en legenyesen, 
dalolva/ Csaptam mogottem be a kaput.// Valamennyi ut folfele tort,/ Ragyogon es viragba veszon/ S en feledtem a csendes 
udvart,/ Rohantam reszegen a mezon.// Rohantam dalosan s vakultan,/ Befogtak uj, csodas illatok/ S szaz ut vegen nem 
vettem eszre,/ Hogy mar minden utam elhagyott.// Sehol, sehol a regi hajlek,/ Kodbe es ejszakaba borult/ Ret, ut, virag, illat 
es udvar,/ Kapu, hit, kedv, mamor, nota, mult.// Vad bozotok el-elbuktatnak,/ Emlekek es borzalmak kozott/ Taposom a 
vaksotet pusztat,/ Sorsomat es a surii kodot.// Vissza, a ven csondes udvarba/ Elsullyedt azota mind az ut/ S tavolbol hallom, 
kodben, ejben,/ Hogy nyitogatnak egy ven kaput./ - Ady Endre, Versek I, editura Kriterion, Bucure§ti, 1979, pag. 289. 
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viata/ Cum mi te fura... mi te cere.../ De ce n-am dreptul de-a te plange,/ Cand sa te blestem n- 
am putere?... //” 12 

Fiecare are un vis pentru poporul sau, si dupa cum am putut observa in urma acestei 
cercetari, ei si-au dedicat viata pentru mdeplinirea acestor idealuri. Deja primele versuri ale 
ambilor poeti ne intampina cu o vibratie rascolitoare, care te face sa simti dorinta si patima cu 
care isi urmeaza scopurile, uneori diferite, dar totusi asemanatoare. Destinul poetului 
neinteles, il regasim in versurile poeziei, „Decide destinul”: „E§ti bun sau csti rau?/ Nu mam 
nascut sa fiu ghicitor,/ Nu mam nascut nici rau, nici bun,/ Doar inutil,/ §i drag, si dusmanit./ 
Vrei sa ramai?/ Eu, vai, abia de pot sap dau ceva,/ Promite pot §i pot fagadui,/ Dar demplinit?/ 
Mai bine scap cu fuga.// Pe tine te iubesc,/ Dar nui important de ma iubcsti §i tu:/ Doi oameni 
§i nebuni amandoi./ Va decide ce se vantampla cu noi,/ Intclcpt si grijuliu, Destinul./” 13 Nu 
pare a ft usor, dar observant din versurile poeziei, seninatatea cu care isi accepta destinul, 
indiferent care ar fi acela. Destinul este cel care conduce in aceasta lupta cu viata si prin 
intelepciunea lui, va da fiecaruia exact ceea ce merita. Acceptarea lui este inevitabila in ideea 
ca nimeni nu se poate opune destinului si celor ce ne este scris. 

Sentimentul apropierii rnortii si al acceptarii inevitabilului, reiese din versurile 
poeziilor „A trai, pana traim” (Elni, mig elunk): „/ Da: a trai, pana traim,/ Da: aceasta e 
noima./ Dar ce sa facem cu via^a noastra/ Cand ea insa§i e durerea?// Da: sa ne dorim ceva 
marep/ Da: sa dea-n clocot creierul,/ Dcsi §tim cat de infim este/ Imensul.// Da: sa traie§ti cu 
rabdare,/ Da: sa taci cand te frange durerea,/ Astcapta sa vina marele profesor:/ Moartea.// Da: 
a trai, pana traim,/ Da: aceasta e noima./ Dar ce sa facem cu via(a noastra/ Cand ea e insasi 
durerea?” 14 si versurile poeziei „Cei ce ma vor petrece” (Akik majd elkisernek): J Ieri, in 
vechiul cimitir, / Mam intins langun mormant/ §i ma gandeam in lini§te/ La cei ce sant. //Eu 
pe jumatate-s mort deja,/ O suta de paianjeni ma prind in plasa,/ Ca aratos si demn sajung/ La 
groapa./ Dar cei ce vor trai in continuare? De bie^ii pro§ti ce se va alege?/ Cei ce la adanca, 
hidoasa, sumbra groapa/ Ma vor petrece?//” 15 

„A trecut toamna prin Paris” (Parisban jart az osz) este una din poeziile melancolice, 
care aduc toamna in sufletul poetului, toamna, simbol al rnortii care avea sa vina: ,,/Sa furisat 
ieri toamna in Paris,/Pe strada Saint Michel a trecut neauzit,/ Pe sub tacute frunzare, in 
canicula, / Cu mine santalnit.//Tocmai mergeam alene spre Sena;/ Foe de vreascuri in suflet, 
mici melodii/ Ma ardeau: fumurii, stranii, triste, purpurii/ Despre faptul ca voi muri./ Ma prins 
din urma toamna, mia §optit ceva,/ Sa cutremurat tot bulevardul Saint Michel,/ Zum, zum: 


12 Octavian Goga, Opere I, editura Minerva, Bucure§ti, 1978, pag. 261. 

13 Traducere de Francisko Kocsis - Efectul admirafiei. Poefi maghiari din Transilvania, editura Ardealul, Targu-Mures, 2006, 
pag. 41. - Eldonti a Sors /Rossz vagy, vagy jo vagy?/ Nem sziilettem en kitalalonak/ S nem is sziilettem rossznak vagy jonak,/ 
De kedves, gyulolt/ Hiabavalonak/ Akarsz maradni?/ En, jaj-jaj, liisz alig tudok adni,/ Igerni tudok es megfogadni,/ De 
bevaltani?/ Inkabb elszaladni./ Teged szeretlek,/ Hogy Te szeretsz, nem is olyan fontos:/ Ket ember s mind a ketto bolondos./ 
Mi lesz velunk, majd eldonti talan/ A Sors, a boles, gondos. - Ady Endre, Versek I, editura Kriterion, Bucure§ti, 1979, pag. 
412. 

14 Idem, pag. 42: Elni, mig elunk/ Igen: elni, mig eliink /Igen: ez a szabaly./ De mit csinaljunk az eletiinkkel, / Ha faj?/ Igen: 
nagyot akarjunk,/ Igen: forijon agyad,/ Holott tudjuk, hogy milyen kicsinyseg/ A Nagy.// Igen: elj turelemmel,/ Igen: 
hallgass, ha faj./ Vard meg, hogy jojjon a nagy professzor:/ Halal.// Igen: elni, mig eliink,/ Igen: ez a szabaly,/ De mit 
csinaljunk az eletiinkkel,/ Ha faj? - Ady Endre, Versek I, editura Kriterion, Bucure§ti, 1979, pag. 365. 

15 Ibidem: Akik majd elkisernek / Az o-temetoben tegnap/ Nekidoltem egy sirhant-felnek/ S azokra gondoltam csondesen,/ 
Akik elnek.// En mar felig halott volnek:/ Szaz halal-pok nagy gonddal szo be,/ Hogy juthassak melton, csinosan/ 
Temetobe.// De akik tovabb is elnek?/ Mi lesz veliik,/ szegeny balgakkal?/ Akik a mely, undok, nagy sirig/ Elkisernek? - Ady 
Endre, Versek I, editura Ki'iterion, Bucure§ti, 1979, pag. 212. 
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zburau poznasc frunze,/ Dea lungul, pe el.// O clipa: Vara nici na bagat de seama/ §i Toamna 
a fugit din Paris razand./ A fost aici, numai eu §tiu ca a trecut/ Pe sub frunzare gemand.” 16 

Iar asemenea lui Ady Endre, Goga simte melancolia si oboseala vietii, in versurile 
poeziei „Pribeag”: „ /Plange-o mierla-ntr-o rachita/ La rascruci in Dealu-Mare.../ Suie-n pas 
domol razorul/ Un voinic pe inurg calare...// Jos, in small de soare-apune,/ Turla satului 
straluce;/ Sapa rnurgul §i necheaza/ §i-nspre vale vrea s-apuce...// Se inal^a-n §ea voinicul,/ 
Vede-o casa-ntre poiene,/ §i cu maneca camasii/ Zvant-o lacrima din gene...// Intr-o clipa 
strange fraul/ §i-l indeamna-n alta parte,/ Darz pleoapclc-si inchide...//„Du-ma, murgule, 
departe!...”/ Starmand jgheabul cu potcoava/ Drumului s-a§teme murgul -/ Peste plopi cu 
frunza rara/ Cade-nlacrimat amurgul...//.” 17 In versurile de mai sus simtim cum durerea si 
dorinta de eliberare primeste chipul unui murg, care fuge in departare cautand un rasarit mai 
vesel, lasand in urma un amurg trist, plin de lacrimi. Ambii poeti isi doresc cu toata fiinta, o 
viata mai buna, liniste si bunastare pentru poporul lor. Rugaciunile celor doi poeti le-am 
ascultat prin versurile poeziilor lor, „Ruga dupa razboi” (Imadsag haboru utan) a lui Ady 
Endre: „Doamne, eu vin de la razboi,/ Totul, totul sa starlit:/ Cu Tine si cu mine ma impaca,/ 
Tu e§ti Pacea de ravnit.// lata: inima mie tumoare de jar/ §i nimic nui sa ma scape de chin,/ 
Atingeo tu c-un sarut delicat,/ Ca sa se ostoaie pu(in.// Tristi, pentru lumea aceasta/ Sau inchis 
ochii mei mari,/ Caci nau ce vedea, doar pe Tine,/ Pe Tine te vad numai.// Candva, picioarele- 
mi agile/ In sangeau calcat pan’ la genunchi,/ §iacum nici nu le mai am,/ Sunt numai 
genunchi, numai genunchi.// Eu nu mai lupt si nu mai sarut,/ Mi sau uscat buzele,/ Prive§te- 
ma, Doamne, doi araci/ Uscap rniau devenit bra|,ele.// Doamne, ma ia §i Tu in seama,/ Totul, 
totul sa sfar§it/ Cu Tine si cu mine ma hnpaca,/ Tu e§ti Pacea de ravnit.” 18 si „Rugaciune” a 
lui Goga: „Ratacitor, cu ochii tulburi,/ Cu trupul istovit de cale,/ Eu cad neputincios, stapane,/ 
In fata stralucirii tale./ In drum mi se desfac prapastii,/ §i-n negura se-mbraca zarea,/ Eu in 
genunchi spre tine caut:/ Parinte,-oranduie-mi cararea!// In pieptul zbuciumat de doruri/ Eu 
simt ispitele cum sapa,/ Cum vor sa-mi tulbure izvorul/ Din care sufletul s-adapa./ Din valul 
lumii lor ma smulge/ §i cu povafa ta-ntclcapta,/ in veci spre cei ramasi in urma,/ Tu, Doamne, 
vazul meu indreapta.// Dezleaga mintii mele taina/ §i legea farmecelor flrii,/ Sade§te-n braful 
meu de-a pururi/ Taria urii si-a iubirii./ Da-mi cantecul §i da-mi lumina/ Si zvonul firii 
ndragostite,/ Da-i raza soarelui de vara/ Pleoapei mele ostenite.// Alunga patimile mele,/Pe 
veci strigarea lor o frange, / §i de durerea altor inimi/ Invata-ma pe rnine-a plange./ Nu rostul 
meu, de-a pururi prada / Ursitei mastcrc §i rele,/ Ci jalea unei lumi, parinte,/ Sa planga-n 
lacrimile mele.// Da-mi tot amarul, toata truda/ Atator doruri fara leacuri,/ Da-mi viforul in 
care urla/ §i gem robiile de veacuri./ De mult gem umilijii-n umbra,/ Cu umeri garbovi de 
povara.../ Durerea lor infricosata/ in inima tu mi-o coboara.// in suflet seamana-mi furtuna,/ 


16 Idem, pag. 39: Parisban jart az Osz/ Parisba tegnap beszokott az Osz./ Szent Mihaly litjan suhant nesztelen,/ Kanikulaban, 
halk lombok alatt/ S talalkozott velem./ Ballagtam eppen a Szajna fele/ S egtek lelkemben kis rozse-dalok:/ Fiistosek, 
furcsak, busak, biborak,/ Arrol, hogy meghalok./ Elert az Osz es sugott valamit,/ Szent Mihaly utja beleremegett,/ Ziim, ziim: 
ropkodtek vegig az uton/ Trefas falevelek./ Egy perc: a Nyar meg sem hokolt bele/ S Parisbol az Osz kacagva szaladt./ Itt 
jart, s hogy itt jart, en tudom csupan/ Nyogo lombok alatt. - Ady Endre, Versek I, editura Kriterion, Bucure§ti, 1979, pag. 62. 

17 Octavian Goga, Opere I, editura Minerva, Bucure§ti, 1978, pag. 54. 

18 Traducere de Francisko Kocsis - Efectul admirafiei. Poefi maghiari din Transilvania, editura Ardealul, Targu-Mures, 2006, 
pag. 58: Imadsag haboru utan/ Uram, haborubol jovok en,/ Mindennek vege, vege:/ Bekits ki /Magaddal s magammal,/ 
Hiszen Te vagy a Beke.// Nezd: tiizes daganat a szivem/ S nines ami nyugtot adjon./ Csokolj egy/ csokot a szivemre,/ Hogy 
egy kicsit lohadjon.// Lecsukodtak bus, nagy szemeim/ Szamara a vilagnak,/ Nines mar nekik latni valojuk,/ Csak Teged, 
Teged latnak.// Ket rohano labam egykoron/ Terdig gazolt a verbeS most nezd,/ Uram, nines nekem labam,/ Csak terdem 
van, csak terdem.// Nem harcolok es nem csokolok,/ Elszaradt mar az ajkam,/ S szaraz karo a ket karom mar,/ Uram, nezz 
vegig rajtam.// Uram, lass meg Te is engemet,/ Mindennek vege, vege./ Bekits ki Magaddal s magammal,/ Hiszen Te vagy a 
Beke. - Ady Endre, Versek I, editura Kriterion, Bucure§ti, 1979, pag. 147. 





520 


Iulian Boldea, Cornel Sigmirean (Editors) 

MULTICULTURAL REPRESENTATIONS. Literature and Discourse as Forms of Dialogue 
Arhipelag XXI Press, Tirgu Mures, 2016 
ISBN: 978-606-8624-16-7 
Section: Literature 


Sa-1 simt in matca-i cum se zbate,/ Cum tot amarul se revarsa/ Pe strunele infiorate;/ Si cum 
sub bolta lui aprinsa,/ In small, de fulgere albastre,/ Inchcaga-si glasul de arama:/ Cantarea 
patimirii noastre.//” 19 

Au luptat pana in ultimul moment pentru a aduce fericirea pe chipul dascalului, 
apostolului, dascalitei, plugarilor, clacasilor si pe chipul tuturor taranilor care au insemnat atat 
de mult pentru ei. Probabil ca nu ne vom mai intalni niciodata cu aceasta patima sfasietoare, 
la niciunul din poetii nostri contemporani, dar faptul ca ii vom pastra in inimile noastre pe cei 
care au crezut cu adevarat in poporul lor, au iubit neconditionat, au luptat pentru crearea unui 
loc mai sigur si mai linistit pentru cei ce va sa vina, spun eu ca este suficient pentru a le cinsti 
memoria. Probabil ca multe nu ar fi fost azi la fel, daca nu ar fi existat mana de oameni care 
nu s-au dat niciodata batuti in lupta lor. 

Inchei spunand cu mana pe inima, ca studierea celor doi poeti m-au facut sa vad 
lucrurile altfel, mi-a facut placere sa citesc poezii care mi-au atins sufletul si inima. 
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LOVE CORRESPONDENCE - MIHAI EMINESCU, VERONICA 

MICLE 


Ioana Chindris (Bud) 

Technical University of Cluj-Napoca - Baia Mare North University Center 


Abstract: This article deals with the love correspondence of a famous couple, Mihai Eminescu- 
Veronica Micle , focusing on the last epistolary corpus appeared in 2000, a corpus that brings a 
balance in terms of quantity of letters of love between the two epistolieri. The beginning of this paper 
contextualizes love correspondence in literature, considering the fact that in the last years it notes an 
increased interest in everything related to privacy, the letter showing a double interest: critical and 
textual content, here the lecturer identifying the germs of future literary masterpieces. The evolution 
of this epistolary love discourse between the two poets is still visible from their love intertwined in a 
foreign country, in the Johan Strauss's city, continuing with the first epistolare love exchanges drawn 
up in french, this represents the first stage of love-Philia (affection is sent using the symbols, extending 
up to placing of the correspondence under the sign of the fiction-Gajul and Tolla, followed by the 
dominated love by Eros (their correspondence filled with passion, after the death of Stefan Micle) 
.This evolution of feelings, translates in the language of love in terms of endearment (to the simple 
name Lady, until coquette and biondetto.my sweet, dear and angelic Cuta), reaching up to a language 
that proves to be unable to utter the tumult of feelings, to an unspoken one. The epistolary love 
exchange knows a dramatic regress as in the love of them intervene the items from le dehors ( 
indigence, Eminescu ’s illness, people’s malices) the poet’s death and Veronica’s Micle suicide makes 
us think of the fulfillment of their love through death and to the legend of Filemon and Baucis. Time 
will pass and will no longer fit into calendars, probably will throw / out other letters of the two from the 
archives and facsimiles, but one thing is certain: they loved each other very much and have filled 
universe with their love. 


Keywords: love correspondence, epistolary exchange, intimate discourse, fragmentary literature 


„...esti singurulpunct luminos 
al vietii mele intunecate de greutati, 
de griji si de necazuri 
„Nu voi mai iubi niciodata o alta femeie 
si tu ramai in minted si sufletul meu ceea ce ai fast totdeauna: 

visul de aur al vietii mele 


1 Mihai Eminescu catre Veronica Micle, 7 noiembrie 1879, p. 57. 
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-singura mea aspiratie si viata at tine, singura mea speranta ” 2 

„Am inteles ca un om poate avea totul 
neavand nimic si nimic avand totul .” 3 

Corespondenta, scriitura aflata la granita dintre literar si non-literar, incearca de multa 
vreme sa-si stabileasca contururi clare, bine definite si sa capete statutul de gen literar 
autonom. Nu trebuie sa pierdem din vedere faptul ca avem de-a face cu o practica epistolara la 
fel de veche ca si cea literara. In zilele noastre, remarcam un interes crescut pentru tot ceea ce 
tine de intimitate, de resorturile personale si ascunse ale fiintei umane. In acest context, 
scrisoarea prezinta un dublu interes: critic si textual, caci : „L’effet de l’intime qu’exaltent les 
lettres prives, c’est precisement ce qui donne du charme aux correspondances.” 4 

Eugen Simion, considera discursul epistolar ca fund : „un jurnal intim intermitent, cu 
un singur destinatar” 5 . Aceasta este, desigur, o viziune pur teoretica asupra scrisorii, in 
concordanta cu perspectiva jakobsoniana a actului lingvistic: emitator-mesaj-destinatar (la un 
prim nivel, avem destinatarul direct, pe urma, in urma publicarii corespondentelor, intervine 
cel putin o terta persoana si ma refer aici la editor, destinatarii multiplicandu-se pe masura 
lecturii si re-lecturii scrisorilor. Pentru inceput, la fel o considera si Al. Sandulescu: „ La 
prima vedere si in acceptia comuna, ea ni se releva ca un sirnplu mesaj ce emana de la 
emitator catre destinatar, fara sa implice vreo intentie artistica declarata, in sensul operei 
literare”. 6 Insa, este clar ca, in majoritatea cazurilor, scrisoarea nu isi propune un scop estetic, 
insa discursul epistolar isi defineste o identitate personalizata, care poarta amprenta celui ce 
scrie, scrisoarea devenind tot mai acut un spatiu iconic, inchis, securizant, o rama in care 
emitatorul se manifests liber in gandire si exprimare, dand frau spiritului creator si trairilor 
confesive autentice ale acestuia. Aceasta ii va permite celui care o citeste sa imagineze, sa 
creeze alte lumi, sa interpreteze, sa analizeze si, de ce nu, sa fictionalizeze. Aici se naste 
literatura si astfel, documentul epistolar se preface in document literar. 7 Este o zona 
enigmatica, plina de mister intre viata si text, iar curiozitatea nostra de voyeuri este surescitata 
la maximum. Caci altfel, cum ne-am putea explica faptul ca suntem tentati sa citim texte care, 
aparent, nu apartin niciunui gen literar si nu se incadreaza in categorii literare? Si, totusi, 
merita efortul de a descifra si decripta acest gen de hipertexte private, cSci aici gSsim 
germenii viitoarelor opere care vor marca pentru totdeauna literatura viitoarelor secole. Genul 
epistolar ne permite sS intrSm in sistemul de gandire al scriitorilor, in laboratorul lor de 
creatie. „Prin scriere, existenta s-a transformat intr-un proces creator”. 8 Nu trebuie sS pierdem 
din vedere faptul cS nu toate scrisorile devin literaturS. Unele dintre acestea, chiar ale marilor 
scriitori, rSman la stadiul de simple mSrturii ale celor care le-au sens, importante doar in 
mSsura in care ele ne comunicS ceva despre biografia celor in cauzS. 

O analizS discursivS a scrisorii, ca gen literar, evidentieazS faptul cS aceasta ne apare 
atat ca gen textual, cat si ca practicS culturalS, existentS in fiecare epocS si in toate culturile, 


2 Mihai Eminescu catre Veronica Micle, 28 februarie 1882, p. 115. 

3 Mihai Eminescu catre Veronica Micle, 5-11 august 1879, Bucuresti, p. 38 

4 Jelena Jovicic, L’intime epistolaire (1850-1900): genre et pratique culturelle, Cambridge Scholars Publishing, 2010, p.l, 
„Efectul intimului pe care il exalta scrisorile private, este tocmai ceea ce da farmec corespondentelor”. 

5 Eugen Simion, op. cit., p.168. 

6 Al. Sandulescu ^Literatura epistolara. , Bucuresti, 1972, Editura Minerva, p. 12. 

7 Adrian Marino, tratand problema literaturii scrise/ vs/ literatura orala, ajunge la concluzia ca: „A scrie printre randuri sau 
sub randuri (das Niedergeschriebene) inseamna a scrie literatura. In felul acesta scrisul, nu numai ca fixeaza comunicarea, 
dar o si amplifica si o face tot mai complexa, intr-o masura incalculabila. In consecinta ea devine tot mai interpretabila.”- 
Adrian Marino. Bioerafia ideii de literatura , vol. 4, Cluj-Napoca, Editura Dacia, 1997, p.12. 

8 Livius Ciocarlie, Mari corespondente, Bucuresti, Editura Cartea Romaneasca, 1981, p. 16. 
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mcepand de la Platon (cele 13 Scrisori, Epistolai ale lui Platon, 427-347 i. Hr.) si continuand 
cu Isocrate, Seneca, Descartes, Cicero, Voltaire etc. 9 In cazul scrisorii, simultaneitatea 
naratiune-istorisire este aproape perfecta. 

Corespondenta de dragoste dintre Mihai Eminescu-Veronica Micle 10 este un schimb 
epistolar din randurile caruia respira adanc un aer de amaraciune, necaz, durere, revolta si, nu 
in ultimul rand, o iubire imensa, niciodata oficializata prin casatorie. Tentati sa punem intre 
paranteze corespondentele amoroase ale scriitorilor, acestea ne furnizeza raspunsuri, chei prin 
intermediul carora dezlegam multe mistere ale operelor literare. Rosa de Conte, in volumul 
Eminescu sau despre Absolut, in capitolul referitor la iubire, marturiseste ca nu intentioneaza 
sa reconstituie biografiile amoroase ale femeilor intalnite de poet, insa: „...fiecare din ele, 
legandu-1 de sine pentru o perioada mai mult sau mai putin lunga, a lasat desigur o urma in 
simtirea emotiva a barbatului si,deci, indirect, in poezia sa. Dar Veronica Micle le rezuma pe 
toate, intr-un anumit sens, intrucat a fost intr-adevar” marea lui iubire”: mare si dramatica, 
desigur, dar nu unica”. * 11 

Mentionam faptul ca primul corpus epistolar confine 43 de scrisori ale Veronica Micle 
catre poet si doar 18 semnate Mihai Eminescu. Critica literara a ajuns imediat la concluzia ca 
marele poet era mult mai rezervat in a-si exprima sentimentele pe hartie, in timp ce ingerul 
blond al poetului, recitind scrisorile, marturiseste: „Dumneavoastra stiti ca eu am aceia ce 
numesc francejii la rage d’ecrire ”. 12 Exegetul satmarean Gheorghe Glodeanu este de parere 
ca :„Decalajul se explica atat prin nevoia mai accentuata de confesiune a femeii-scrisul avand 
o importanta functie soteriologica-cat si prin dilicultatca cu care coresponda Eminescu, pentru 
care redactarea unui ravas presupunea o stare de spirit aparte”. 13 Criticul literar are perfecta 
dreptate in ceea ce afirma, deoarece, nu doar in prezentul corpus epistolar supus analizei, ci si 
in alte schimburi epistolare de dragoste (de exemplu, in cazul corespondentei dintre Nae 
Ionescu-Elena Margareta Fotino, Octavian Goga-Veturia Goga, Paul Celan-Ingheborg 
Bachmann etc), remarcam o avalansa de confesiuni scriptice din partea femeilor. „Ce abis 
este sufletul meu si in genere al oricarei femei? Noi punem sujletul pe hartie. Ce puneti d- 
voastra barbatii, scumpul meu Eminescu?” 14 (XXXII, august 1881). Poetul are nevoie de o 
stare aparte pentr a-si asterne sentimentele pe hartie: „...nu am nici dispozitie de a-ti scrie tie, 
careia as vrea sa-i scriu inchinaciuni, nu vorbe simple”. 15 Afectul este de o asa de mare 
intensitate, incat cuvantul este incapabil sa transmits continutul, astfel incat limbajul se 


9 O trecere In revista a celor mai importante momente ale genului epistolar universal, din punct de vedere filozofic gasim in 
Cuvantul introductiv al Dorei Mezdrea, primului volum al corespondentei dintre Nae Ionescu si Elena-Margareta Fotino, 
Corespondenta de dragoste (1911-1935), Edipe ingrijita de Dora Mezdrea, Editura Anastasia., 1997, p. 

Evolutia genului epistolar/Erotographos 

10 Analiza epistolara are in vedere cele doua volume de scrisori exsitente: Mihai Eminescu-Veronica Micle- Cand te-am 
vazut, Verena..., Scrisori de dragoste, (1998), Edi^ie ingrijita de Simona Cioculescu, Bucure§ti, Editura Cartea Romaneasca 
si Dulcea meu Doamna/ Eminul meu iubit.Corespondenfd inedita Mihai Eminescu-Veronica Micle (2000), Scrisori din 
arhiva familiei Garziella §i Vasile Grigorcea, Edijie ingrijita, transcriere,note ?i prefaja de Christian Zarifopol-Ilias, 
Bucure?ti, Editura Polirom. Mentionam faptul ca cel de-al doilea volum scoate la lumina o echilibrare a schimbului epistolar 
intre cei doi protagonisti, deoarece, asa cum remarca in nota introductiva Christina Zarifopol-Ilias, ani de-a randul s-a 
inoculat ideea conform careia „a existat o disparitate intre cei doi, tradusd ?i in coeficienti diferiti de implicare sentimentala” 
(p. 5). 

11 Rosa del Conte, EMINESCU sau despre Absolut . Editia a Il-a, Cluj-Napoca, Editura Dacia, 2003, p.202. 

12 Op. Cit., p. 74 (este vorba de primul volum, 21 mai 1881). 

13 Gheorghe Glodeanu, Poezie sipoeticd, Iasi, Editura TipoMoldova, 2010, p. 147. 

14 Op. Cit., p. 79. 

15 Dulce mea Domana/Eminul meu iubit...., p. 65, 1880 „Februar”(datare facuta de Veronica Micle) 
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estompeaza in fata tumultului afectuos.. Aceasta tensiune cuvint-imposibilitate de exprimare 
este vizibila si in constrangerea impusa de tabulatura scrisorii, ca specie, vizibila, simultana in 
spatiul marginit al paginii de hartie. O alta altemativa la limbaj este referinta la textul vazut ca 
imago mundi. Si daca ne gandim la momentul romantic al lui Heidegger, in secolul XX, 
literele au ele insele un imaginar lingvistic, iar poezia, literatura, exprimarea nu este altceva 
decat o imagine a lumii. In scrisoarea din 1876 (ianuarie-iunie) , al primului corpus epistolar, 
poetul se confeseaza: ,Jn orice caz, pan-a te cunoaste putin numai, simtemantul meu nu era 
cu mult deosebit de acela dintre Amor si Psyche, dumneata erai o idee in capul meu si te 
iubeam cum iubeste cineva un tablou”. 16 Acest lucru confirma ipoteza faptului ca iubirea 
dintre cei doi s-a nascut din admiratie si respect reciproc, imaginea vizuala a tabloului 
ducandu-ne cu gandul la Infantelele lui Velasquez si la corespondenta dintre Dinu si Nelly 
Pillat. 

Imposibilitatea de a-si exprima sentimentele proprii scriptic o regasim si la marele 
prozator Marin Preda, in Scrisorile sale catre Aurora 17 . Dupa ce reciteste scrisoarea datata 
sptembrie 1954, in P.S noteza: „Credeam ca am reusit sa fac sa se simta ceva din inima mea 
care a fast atinsa si ma doare. Blestemata meserie, pe care o am: sentimentele altora stiu sa 
le exprim, pe ale mele nu. Ce-o sa fie cu mine?! Voi reusi vredata?!” 18 Acelasi sentiment al 
indicibilului reiese si din epistola din 11 martie 1955: Jmi vine greu sa-ti scriu cand mi-e dor 
de tine, tot asa cum mi-e greu sa-ti vorbesc. ” 19 

Aparitia volumului de corespondenta din 2000 aduce o echilibrare doar din punctul de 
vedere cantitativ al scrisorilor: 93 de scrisori ale poetului catre „dulcea si dragalasa mea 
copila' ,2 ° si doar 15 ale Veronicai catre „Bien aime Titi ” 21 . Trebuie sa mentionam faptul ca nu 
stim cu certitudine cate scrisori au scris fiecare, deoarece, exista supiciunea ca cel putin trei 
epistole ale poetului ar fi fost falsificate in editia Minar. In nota introductiva a volumului din 
2000 se precizeaza ca se cunosc in prezent 108 epistole semnate de Eminescu si doar 63 ale 
Veronicai Micle catre poet, in tirnp ce Mircea Mihaies, intr-un articol din Ziarul de duminica, 
spune ca se cunosc 18 epistole ale poetului catre Veronica Micle, cu precizarea ca „o parte din 
ele sunt, in opinia specialistilor, falsuri”. 

Volumul din 2000 aduce in prim-plan un corpus consistent de scrisori, insa acestea nu 
pot fi pipaite, vazute, caci nu avem acces la ele. De asemenea, cercetatorul literar nu poate 
surprinde perfonnativitatea textului, neavand acces la manuscris. Cristina-Zarifopol Ilias le-a 
dat spre publicare si, gratie tehnicii actuale, a facut cateva fotografii color dupa originale, insa 
documentul autentic nu este accesibil cititorilor. Tocmai de aceea, eminescologul Nicolae 
Georgescu concluzioneaza ca: „...iata cum „minarismul” nostru secular a devenit, subtil, 


16 Mihai Eminescu-Veronica Micle- Cand te-am vazut, Verena..., Scrisori de dragoste, (1998), Edi^ie ingrijita de Simona 
Cioculescu, Bucurefjti, Editura Cartea Romaneasca, p. 14-15. 

17 Aurora Cornu, pe care Eusgen Simion o considera „femeie cu personalitate si are, In comportament, o subtilitate si o 
noblete care deconspira o bogata ascendenta aristocratica”-Eugen Simion, Fragmente critice, Vol. I, Scriitura taciturna $i 
scriitura publica, Bucuresti, Editura „Grai si suflet-Cultura Nationla”, 1998, p. 143. In capitolul intitulat , Aurora Cornu si 
grupul din Rue Cognacq-Jay”, criticul literar afirma ca, in urma interviului pe care i 1-a luat poetei, in 1987 si 1991, aceasta a 
vorbit „altfel” despre fostul ei sot, adica diferit de disursul altor sotii: „...povestind existenta ei cu Marin Preda, Aurora Cornu 
deseneaza portretul unei tinere bovarice din anii '50 care stie ce-i bovarismul, il ironizeaza discret si-i da o nota de reverie 
intelectuala si pasionalitate cordiala”.-p,143. 

18 Marin Preda, Scrisori catre Aurora, Bucuresti, Editura Albatros, 2001, p.17. 

19 Idem , p. 42. 

20 Op. Cit, p. 145, aprilie 1882. 

21 Op. Cit, p. 28, 28 octom, Iasi, Editura Princeps Edit, 2008, p. 113.brie 1877. 
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„zarifo-polism”...milenar”. 22 Ceea ce deplange eminescologul aici este faptul ca, orice critic 
sau cercetator literar, din dorinta de a surprinde performativul scrierii, dinamica avantextului, 
transformarile prin care a trecut un text literar pina a ajunge in forma fin ala, acesta asadar, 
face apel la manuscris, la textul princeps, original. Ori, aceasta posibilitate este exclusa, 
deoarece manuscrisele scrisorilor cuprise in ultimul volum editat nu pot fi consultate. Nu 
trebuie sa pierdem din vedere faptul ca Scrisorile provenite din arhiva familiei Graziella si 
Vasile Grigorcea sunt doar cateva din corpusurile care, presupunem, ca ar ft inca needitate, 
caci, din nota introductiva aflam ca avem de-a face cu scrisorile cele mai inedite. Timpul va 
trece si nu va mai incapea in caledare si, probabil, atunci vor mai aparea si alte epistole, care 
sa faca lumina in cazul celor doi poeti ai literaturii romane, caci: „Eminescu este 
necunoscut” 23 . 

Indiferent de numarul epistolelor amoroase, un lucru este cert: cei doi s-au iubit, cand 
furtunos si tumultos , cand pasional, cu tristete, suferinta si amar, dragostea afandu-se in plin 
centrul unui conflict cornelian dintre iubire si datorie. Prinsi in mrejele acestei mari iubiri, 
pentru Momoti si Emin paradisul a coborat pe pamant. Veronica Micle, femeia cu care 
Eminescu s-a iubit timp de 14 ani, nu a fost singura dragoste din viata poetului. 24 De exemplu, 
intelectualul bucovinean Teodor Stefanelli 25 , fostul coleg si prieten al poetului, isi aminteste 
ca Eminescu era amorezat de Eufrosina (Lena) Popescu, o fata de 18 ani extrem de frumoasa, 
care facea parte din trupa lui Pascali si, dupa parerea lui, poeziile La o artista si Amorul unei 
marmore, publicate in revista Familia in 1968, ar li dedicate acesteia. Iubirea dintre 
Eminescu si Veronica Micle, asa cum reiese din scrisori, cunoaste doua etape: initial este o 
iubire platonica, dominata mai mult de Philia (concept grecesc ce concentreaza toate formele 
de atractie si de implinire ale omului), inteleasa ca iubire de bine, adevar si firumos, pentru ca, 
dupa moartea lui Stefan Micle, in 1876, iubirea lor sa evolueze si sa fie dominata acum de 
Eros, „chestiune metafizica”, asa cum o numeste Eriximah in Banchetul lui Platon. 

Caci gestul mare lui poet de a iubi o femeie maritata este unul extrem de indraznet. Ne 
aflam in a doua jumatate a secolului al XlX-lea, intr-o lume pudica, in care supremul moment 
erotic era acela in care un domn reuseste sa sarute mana fara manusa. Nu trebuie sa uitam 
faptul ca frumoasa Veronica Micle, „ingerul blond ” al poetului era o femeie nefericita, 
casatorita de la frageda varsta de 14 ani cu rectorul Universitatii din Iasi, ardeleanul Stefan 
Micle, un barbat cu 30 de ani mai in varsta decat ea. Tocmai de aceea, corespondenta 
amoroasa dintre cei doi indragostiti se va derula in limitele discretiei si al respectului precaut. 
Prin urmare, consideram ca putem numi etapa de inceput a dragostei celor doi iubirea-philia, 
caci afectiunea este plasata sub specia ratiunii, a responsabilitatii fata de cei din jur. Eminescu 
frecventa des salonul literar al Veronicai si citea poezii de dragoste si intre cei doi se va 
naste, ma intai o prietenie literara, daca ne referim, in special la perioada ieseana. 

Iubirea dintre cei doi se infiripeaza, dupa unele surse (Octav Minar, Augustin 
Z.N.Pop) in tara straina, pe vremea cand Eminescu se afla in orasul lui Johan Strauss, audiind 
cursurile Facultatii de filosofie, iar Veronica Micle se afla acolo pentru a se vindeca de o 


22 Nicolae Georgescu, Cu Veronica prin Infern. Cartea regasirilor. Cartea despartirilor, Iasi, Editura Princeps Edit, 2008, p. 
113. 

23 Nicoara Mihali, Noapte gutuielor, Baia Mare, Editura Eurotip, 2007, p.263. 

24 Mai multe informatii gasim in unnatorul articol: http://adevarul.ro/locale/botoscmi/amantele-secrete-patimasului-mihai- 
eminescu-innebunit-o-gelozie-veronica-micle-taranci-nemtoaice-croitorese-surori-lautari-actrite- 
I_54e4ad4b448e03c0fdbe2792/index.html 

25 Teodor V. Stefanelli, Radu I. Sbierea, Samoil I. Isopescu- Amintiri despre Eminescu, Craiova, Editura „Scrisul romanesc”, 
1996, p. 80-81. 
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eczema. La fel sustine si discipola Scolii clujene, Rosa del Conte 26 : cei doi se intalnesc in 
Viena, iar talentul si renumele poetului, care publicase deja Venere si Madona, Epigonii, 
Mortua est, Inger de paza, nu au lasat-o indiferenta pe Veronica, ci au contribuit la inliriparca 
iubirii intre cei doi poeti, oameni ai secolului al XlX-lea, educati de o cultura romantica. 
Eminescologul Nicolae Georgescu este de parere ca insusi Stefan Micle i 1-a recomandat 
Veronicai pe Eminescu, deoarece aceasta avea nevoie de un ghid prin capitala Imperiului 
Austro-Ungar. 

Primele schimburi epistolare afectuoase intre cei doi sunt redactate in lirnba franceza, 
aspect deloc intamplator in epoca, caci avem de-a face cu tineri educati intr-o tara straina, iar 
limbile de circulatie internationala (franceza si germana) erau utilizate atat in vorbirea 
curenta, cat si in scris. Nu intamplator, Vasile Alecsandri scrie cea mai mare parte a 
corespondentei de dragoste catre Elena Negri in lirnba lui Voltaire, ori „Carol de 
Hohenzollern se adreseaza adesea celor din jur in franceza”. 27 

,,777/, cette lettre je I’ai ecrite hors de la maison, tellement je suis espionepar les gens 
qui m’entourent, un va et vient, un autre arrive, je suis pire qu’a un hotel...Tolla, Veronica 
malheureuse” . 28 

In aceasta prima etapa a Iubirii-Philia, afectiunea este transmisa cu ajutorul 
simbolurilor, ajungand pana la plasarea corespondentei sub semnul fictiunii. De exemplu, 
pseudonimul epistolar al poetului este, in unele scrisori, Gajus 29 (personajul nuvelei La 
aniversara, ori pseudonimul cu care Eminescu se semneaza atunci cand publica nuvela in 
„Curierul de Iasi”). Augustin Z.N.Pop observa ca, in aceeasi perioada, Veronica colabora la 
acelasi ziar, traducand nuvela „Morella” (a lui Edgar Allan Poe) si se semna cu pseudonimul 
Tolla. Iubirea este transmisa prin simboluri: scrisori 30 si fotogralii: „ Iubirea lui pentru 
Veronica a fost cu totul secreta. Ei doi si-au facut simboluri tainice pentru comunicare, s-au 
intalnit cu mare discretie” 31 . 

Philia, inteleasa ca iubire-prietenie, ca activitate netulburata de Eros, afect ce se 
multumeste doar cu posibilitatea de a se gasi in prajma fiintci iubite transpare si din randurile 
epistolei datata „29 August/10 Septembrie 879, Botosani” epistola care se plaseaza deja in cea 
de-a doua etapa, a iubirii dominata de Eros: „Dulce mea arnica/ Nu imi pot inchipui alta viata 
decdt in apropierea ta si numai sub conditia aceasta voi in genere sa traiesc .” 32 Moartea 
sotului ei (6 august 1879) va schimba atat iubirea platonica dintre cei doi, cat si tonul 
corespondentei de dragoste, care, pana atunci, era mai distant si mai rezervat. Schimbarea 
discursiva se produce mai ales in epistolele Veronicai, caci poetul va continua sa scrie in 


26 Rosa del Conte, op. cit., p. 203. Trebuie sa remarcam faptul ca aceasta are o privire detasata in ceea ce-1 priveste pe 
Eminescu si il considera a ft un poet din alta cultura. Prin gandire, talent si forta vizionara, Eminescu nu se incadreaza in 
nicio paradigma a societatii romanesti de pana atunci. Poezia sa foloseste o lirnba pe care o vom intalni in poezia modernista 
a secolului XX. Si tocmai in aceasta consta geniul care va traversa panza vremii dincolo de timp si va deveni nemuritor. 

27 Ioana Parvulescu^/n intimitatea secolului 19. Bucuresti, Editura Humanitas, 2005, p.63. 

28 Cand te-am vazut, Verena...., 28 octombrie 1877, p. 28-29. „Titi, aceasta scrisoare ti-am scris-o in afara casei, atat sunt de 
spionata de catre oamenii care ma inconjoara, unul pleaca, altul soseste, eu sunt mai rau decat la un hotel...” 

29 De exemplu, in scrisoarea din 17/29 august 1879: „A1 tau, Gajus”, p. 25. Philippe Lejeune, referindu-se la aceasta situatie a 
numeluifictiv al epistolierului, o numeste ’’identitate asumata la nivelul enuntarii si, absolut secundar, o similitudine produsa 
la nivelul enuntului”, Philippe Lejeune, Pactul autobiografic, Traducere de Irina Margareta Nistor, Bucuresti, Editura 
Univers, 2000, p. 24. 

30 Pe care Veronica Micle le considera : „...ramasitele singurului sentiment adevarat pe care 1-am avut in viata...comoara, 
singura comoara a vietii mele”. Ibidem , p. 161. 

31 Nicolae Georgescu, Cu Veronica prin Infern. Cartea regasirilor, cartea despartirilor, Iasi, Editura Princeps Edit, 2008, p. 
9. 

32 Dulcea mea Domana....-p. 26. 
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acelasi registru grav. Cunoastem faptul ca, atunci cand suntem indragostiti, corpul nostru 
secreta cndorflnc, considerate molecule ale fericirii. Insa, absenta fizica a iubitei, il face pe 
poet sa simta un gol in suflet si boala in organism: „De cand ai plecat tu, n-a plecat numai 
fericirea ci si linistea si sanatatea mea. Dureri reumatice am inceput a simti in picioare, 
insotite ca totdeauna de dese batai in inima...De unde eram cu tine fericit si multumit, acum 
sunt singur, nemultamit, rau dispus prin singuratate si boala, obosit de viata ” 33 . 

In a doua etapa a iubirii dintre cei doi poeti, remarcam o miscare in sens invers in 
ceea ce priveste relatia lor intima cu exteriorul. Daca in cazul iubirii-Philia, relatiile amoroase 
erau guvernate de respectul fata de cei din jural lor (si ne referim aici, in primul rand la 
respectul fata de Stefan Micle), in cazul Iubirii-Eros, accentul cade pe incercarea de a face ca 
Uinta iubita sa lie respectata de cei din afara. Compromise in ochii celor din jur, Veronica 
Micle, care isi afiseaza deschis relatia sa cu poetul la doar o luna de la decesul sotului ei, este 
aspra judecata de contemporani. Acest lucra il recunoaste si poetul, care isi asuma vina de a o 
fi compromis pe Veronica: ,,...eu Iezuitul, ipocritul care cu premeditatie am voit sa te 
compromit in ochii lumii, eu care am compromis in ochii lumii pe...dulcea mea nevasta ” 34 . 
Repetitia verbului a comprimite accentueaza parerea de rau a celui care, prin metafora 
iezuitului, simbol al omului siret si duplicitar, care actioneaza conform schemei scopul scuza 
mijloacele, s-a infiltrat in relatia conjugala a Veronicai si a lui Stefan Micle. Tocmai de aceea, 
Eminescu va incerca de mai rnulte ori sa-si oficializeze relatia prin casatorie, insa starea lui 
materials nu ii va permite acest lucra. Casatoria este dorita foarte mult de catre cei doi, mai 
ales ca, dupa afirmatiile lui Augustin Z.N. Pop , Veronica Micle era insarcinata, iar nasterea 
uni copil in absenta unui tata oficial ar fi insemnat o rasine pentra Popotoni (asa cum ii placea 
poetului sa o alinte pe Veronica). 35 

Iubirea adolescentina dintre cei doi a fost benefica din punct de vedere creativ, caci 
dragostea a functionat ca un univers compensativ, o lume consubstantiala, salvandu-1, mai 
ales pe peot, din vartejul vietii dominate de singuratate si suferinta. Isi marturiseau 
sentimentele in scrisori, dar, sa nu uitam ca vorbirn despre doi poeti si, inevitabil, discutiile 
despre poezii reprezinta constante discursive ale epistolelor amoroase. De exemplu, in 
scrisoarea din 10 martie 18 8 0 36 , Eminescu ii cere Veronicai sa corecteze prima srofa din 
poezia O, mama, dulce mama:/ „in loc de: Salcamu-si scutur floarea de toamna si de vant/ vei 
pune:/ Se scutur a salcamii de toamna si de vant ,37 . Tot din scrisori aflam ca Maiorescu, 
intuind genialitatea poetului, ii propune sa isi editeze versurile. 

Limbajul iubirii se exprima si in termeni de alint. Apelativele cu care poetul i se 
adreseaza iubitei sale nu sunt altceva decat nuantari romantice ale iubirii care ne naste intre 
cei doi, evidentiind evolutia amoroasa intr-un crescendo dramatic, de la „Stimata Doamna” 
(formula de adresare in scrisoarea neexpediata din 8 noiembrie 1874), continuand cu 
„Doamna” (1876), pentra ca, dupa moartea sotului, sa i se adreseze cu formule in care 
predomina diminutivele ( „Mai ingerasule’) 38 , epitetele multiple („ Dulcea, draga si 
ingereasca mea Cuta” 39 , „cocheto si biondetto” 40 , „Draga si mititica mea Moti” 41 ) si 


33 Op. cit., Bucuresti, 31 Octombrie [1]879, p. 32. 

34 Op. cit. , 22 Februarie 1880, p. 68. 

35 „Virginia Micle destainui, in 1909, lui Victor Eminescu, nepot de frate al poetului, ca in mai-iunie 1880, Veronica Micle 
avusese un copil de la Eminescu, care s-a nascut mort”-Augustin Z.N.Pop ,Marturii Eminescu. Veronica Micle, Bucuresti, 
Editura Tineretului, 1973, p.105. 

36 Din notele de subsol aflam ca anul a fost adaugat de Veronica Micle cu creionul, p. 73. 

37 Op. cit., p. 73. 

38 Bucuresti, 14 ianuarie 1880, p. 49. 

39 16 martie 1880, p. 77. 
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terminand cu „Domnule Eminescu” 42 , apelativ al unei scrisori din randurile careia razbate 
tristetea si revolta, Veronica cerandu-i inapoierea scrisorilor si a fotografici. In acest timp in 
care i se adreseaza poetului cu detasare, ea intretine o corespondents cu Iulia Rosea. In cazul 
celor doi se remarca si o rupere a intimitatii, prin simplul fapt ca unul dintre indragostiti cere 
celuilalt inapoierea scrisorilor. Curtoazia cere ca rugamintea sa fie respectata si, din fericire 
pentru posteriatate, asa s-au pastrat epistolele volumului din 2000. 

Pe parcursul corespondentelor de dragoste identificam situatii in care le dehors 
predomina. Invadeaza spatiul intim si scrisorile dintre iubiti sau dintre sot si sotie capata un 
caracter preponderent informativ. Astfel aflam informatii despre familia Slavici, ori despre 
oamenii politici ai vremii: Titu Maiorescu, Mihail Kogalniceanu, sau Conta. In scrisoarea din 
12 august 1879, Veronica il roaga pe Eminescu sa-i faca o „suplica” la Ministerul Cultelor si 
sa ceara din partea ei „salariul raposatului” 43 . Astfel va incepe lungul periplu al poetului pe la 
diferiti oameni politici ai vremii, cu scopul de a o ajuta pe Veronica sa supravietuiasca din 
punct de vedere financiar. Le fait divers este si incendiul care cuprinde Palatul administrativ 
(scrisoarea din 17 ianuarie 1880). Relatia Eminescu-Mite este descrisa romantat si in romanul 
lui Eugen Lovinescu-A/Oe 44 . „Prietenii stiu ca Eminescu imi da lectii de limba romana; 
venirea lui aid are deci cu totul alt caracter". (p. 18). Insa, pe intreg parcursul romanului lui 
Lovinescu, ca un leitmotiv intalnim discrepanta dintre Mite, femeia rafinata, care-si facuse din 
poet un idol, un ideal poetic, iar pasiunea ei pentru Eminescu nu era cunoascuta de catre 
nirneni, in timp ce poetul apare prezentat ca „...un declasat social; intretinut in rnediul distins 
al burgheziei intelectuale germane”(p. 60) 

Dimesiunea perlocutionara 45 a actului lingvistic este extrem de puternica si in scrisori, 
eficacitatea actului discursiv traducandu-se in dinamica comunicationala locutor/ interlocutor, 
lata, de exmplu, starea de spirit a poetului in urma citirii ultimei scrisori primite de la 
Veronica, in care „draga si dulcea arnica” ii reproseaza ca nu i-a scris: ,plm simtit cu atat mai 
amar cuvintele celei din urma scrisori cu cat esti pe deplin in drept , cu cit ma simt mai 
vinovat. ” 46 Cuvantul ce prevesteste tragedia, durere si suferinta, iar in final moartea apare ca 
un leitmotiv in diverse corpusuri epistolare. Ne referim aici la corespondenta Mihai 
Eminescu-Veronica Micle, Dinu si Nelli Pillat 

Sinuciderea Veronicai Micle, la cinzeci de zile dupa moartea poetului, este in perfecta 
concordanta cu motivul folcloric al impletirii dragostei prin moarte. Intalnim acest aspect mai 
ales in baladele populare, in care arborii imbratisati reprezinta simbolul intalnirii 
indragostitilor chiar si dupa moarte. De asemenea, aceasta tema apare si in colinde, de 
exemplu Ma luai, luai. Ne amintim de Filemon si Baucis, doi tineri indragostiti, care i-au 
cerut lui Zeus sa-i transforme in doi arbori pentru a trai mereu unul langa celalalt. 

Din scrisori aflam ca Eminescu, in ciuda veitii mizere pe care o ducea, exclude ideea 
sinuciderii propriu-zise, considerata o proba de curaj de catre Veronica, o forma de revolta. 
El alege o alta modalitate, simbolica, de sinucidere.-munca asidua „Un barbat care n-are 
temperamentul necesar pentru a se sinucide, precum se vede ca nu-l am eu, se distruge 


40 22 martie 1880, p. 79. 

41 Scrisoare numerotata 135, „Vinerea Patemelor”, 26 martie 1882. 

42 Al doilea corpus epistolar, 31 august 1881, Iasi, p. 239. 

43 Primul corpus epistolar, p. 39. 

44 Eugen Lovinescu-Mite, Balauca, Editie ingrijita, prefatata si curriculum vitae de Teodor Vargolici, Bucuresti, Editura 
100+1 Gramar, 1995. 

45 Daniela Roventa -Frumusani, Analiza discursului. Ipoteze $i ipostaze, Bucuresti, Editura Tritonic, 2005 

46 Op. Cit., 4 februarie 1880. p. 57 
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lucrand... ”(4 august, 1882) 47 Veronica ii marturiseste in scrisoarea din august 1881 ca: „...de 
un an incoace ma cuget care ar fi moartea cea mai Java agonie ,,4H . Iubirea thnataica a celor 
doi este singura solutie pentru a iesi din solitudine si a fi impreuna in rnoarte. Despre viata 
erotica ca moarte vorbeste si Denis de Rougement in incercarea de a face o noua mitanaliza a 
iubirii, in care occidentalul est dominat de o sete de nefericire, caci: „Nu s-au scris romane 
decat despre iubirea fatala, adica despre iubirea amenintata si condamnata chiar de viata” 49 . 

Concluzionand, putern spune ca Eminescu a iubit enonn si a umplut Universul cu 
dragostea lui, in timp ce Veronica a fost strivita de o dragoste mare. Iubirea lui Emin n-a fost 
pamanteasca, iar Veronica nu avea alta solutie pentru a atinge nemarginirea iubirii 
eminesciene decat sinuciderea. A fost o iubire mare, cu urcusuri si coborasuri, asa cum este si 
viata, de altfel, un reper al sentimentelor curate si puternice, ce va dainui peste timp. Si tocmai 
de aceea, consideram ca cel mai potrivit ar fi, ca in loc de concluzie, sa incheiem cu poezie lui 
Adrian Paunescu, Dragostea de care se si moare...: 

Nimic nu ma mai poate vindeca, 

Oricate clinici o sa mai cutreier, 

Eu sunt bolnav de amintirea ta 
Si voi rnuri cu chipul tau in creier. 

Nici nu ma scuz si nici nu ma explic, 

Dar fac proces-verbal,ca sa se stie, 

Ca n-am tradat si n-am mintit nimic, 

Dovada este aceasta maladie. 


Nimic nu ne mai poate vindeca, 
De maladia fara de scapare, 
Cadem,si eu,si tu,de boala ta, 

In dragostea de care se si moare. 
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LOOKING AT HIROSHI KASHIWAGI'S STARTING FROM 
LOOMIS AND OTHER STORIES THROUGH NEW HISTORICIST 

LENSES 


Iuliana Vizan 

PhD Student, "Ovidius" University of Constanta 


Abstract: As the title suggests, the present research paper is intended to identify and comment on the 
different representations of history’ and power encountered in Hiroshi Kashiwagi’s memoir in this way 
revealing numerous instances in which representatives of a superior society exercise power and thus 
gain control over weak individuals. On the one hand, the present analysis is meant to work with key 
terms specific for the new historicist sphere and apply them when analyzing Hiroshi Kashiwagi’s 
storytelling, while on the other it will seek to interpret the importance of past events in the spectrum of 
contemporaneity. Hence, another concern of the research will be to see how the audience received the 
memoir in a post-ethnic context, in this way questioning the historical events encountered in the 
stories and the political context of the 21 s ' century. Moreover, because new historicism focuses on the 
individual as being part of a major system that functions on power centers, the paper will resort to 
analyzing how Japanese Americans dealt with the concept of power in the American society. 

Keywords: discourse, ethnic identity, ideology, power, new historicism 


Hiroshi Kashiwagi’s Starting from Loomis and Other Stories is a collection of the 
writer’s own memories and interpretations from his early life as a Nisei i.e. second generation 
immigrant. The book brings to light boyhood experiences as well as internment camp 
episodes and, last but not least, recollections from the years after World War II. Because 
Kashiwagi writes about many of his distant recollections with the experience of a poet, writer 
and playwright, his stories are told in thematic and also in chronological order, in this way 
making the reader aware of aspects connected to his own family, the places he had lived in, 
and the emotions he felt during his life. The most powerful experiences the writer recollects 
are the ones connected to the Tule Lake concentration camp because there is where he began 
his acting and poetry career, his memories connected to the gaining of the ‘No-No boy’ name 
and the loss of his American citizenship. 

When thinking about the factors which contributed to the decisions made by 
Kashiwagi, one should mention Edward Yoshida. In his article, “Author Hiroshi Kashiwagi: 
From Togan Soup to Plums Can Wait and beyond, the life of an American”, Yoshida explains 
that Kashiwagi: “takes readers through this traumatic period in his life. Reading a firsthand 
Japanese American account of renunciation during WWII is rare, and is no doubt best 
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experienced through the author’s own words” 1 . Moreover, Karen Tei Yamashita rightfully 
considers that Kashiwagi’s stories “recuperate from erasure the history of Japanese American 
immigration and wartime detention, especially that of the Tule Lake incarceration, and the 
sensibilities and trauma of a Nisei whose long life, creative talents, and desire to write have 
allowed him to reflect on this past” 2 . This is a clear example that the memoir is in itself a 
collection of unique life stories which make themselves visible through simple yet powerful 
experiences connected to the World War II years. Apart from that, the book is also about his 
father who suffered from tuberculosis and died after being admitted to the Weimar 
sanatorium, his mother’s cooking skills and the years after World War II when he earned a 
master’s degree in library science, wrote pioneering plays and acted both on stage and in 
movies. 

This paper questions how both history and power define the Japanese American 
experience reflected in Hiroshi Kashiwagi’s Starting from Loomis and Other Stories as well 
as how the audience received the memoir in a post-ethnic context, by reflecting on the 
historical events encountered in the stories and the political context of the 21 st century. 
Accordingly, the following pages will focus on Kashiwagi’s view of Loomis and the Arboga 
Assembly Center as well as on Tule Lake and the aftermath of responding to questions 27 and 
28 with ‘No’ and ‘No’ respectively. Nevertheless, because the title of this paper aims towards 
a new historicist interpretation, one finds it important to first tackle some aspects related to 
history and historical interpretation of literary texts. 

When reading Paul Hamilton’s Historicism , one notices that the book brings to the 
fore a rather intricate theory related to the movement which bears the same name as the book 
because “historicism is suspicious of the stories the past tells about itself; on the other hand, it 
is equally suspicious of its own partisanship. It offers up both its past and its present for 
ideological scrutiny” 3 . It is obvious that history cannot be viewed as having only one 
interpretation, so who can tell whether a story is true or false? Who can actually say if the 
events encountered in books were described exactly in accordance with reality? One answer is 
sure: there is no plausible explanation as history, just like literature, develops in time. 
Hamilton rightfully considers that “both past and present have to remain separate so that one 
can question the other, and so that a ‘fusion of horizons’, making possible agreement and 
disagreement, can take place” 4 . Hence, one needs to detach himself/herself from past events 
in order to understand former actions with present results. Additionally, one finds it crucial to 
make a clear distinction between past and present, because one cannot speak about what it is 
without understanding the happenings that took place. It is also important to mention that 
“current new historicism distinguishes itself by its heightened consciousness of criticism’s 
institutional past, and of how its methodological changes might have served particular cultural 
interests” 5 . What new historicism tries to blend in is the unchangeable past the changes that 
might have taken place according to requirements imposed by a certain cultural background. 
Another way of interpreting new historicism in contemporary literature would have to do with 
the following quote: “new historicism recasts history as a battle over fictions, a battle of 


1 Yoshida, Edward. “Author Hiroshi Kashiwagi: From Togan Soup to Plums Can Wait and Beyond, the Life of an American” 
Discover Nikkei. N.p., 13 Jan. 2014. Web 07 Nov. 2016. 

2 Kashiwagi, Hiroshi. Starting from Loomis and Other Stories. Ed. Tim Yamamura. Colorado: University of Colorado, 2013. 
back cover. 

3 Hamilton, Paul. Historicism. New York: Routledge, 1996. p. 3. 

4 Hamilton. Ibidem, p. 94. 

5 Hamilton. Ibidem, p. 153. 
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communication” 6 . In other words, new historicism is not necessarily concerned with the 
accuracy of events, but with the act of writing, and more importantly with the 
acknowledgement of power relations which influenced the sphere of literature. 

Accordingly, Kashiwagi’s memoir is a historical representation of power relations 
exercised upon Japanese Americans because aspects related to both history and power can be 
encountered even from the first pages of the memoir. When talking about Loomis, the 
narrator claims that: “most of the Japanese who lived in Loomis were farmers. A few owned 
their farms; they had bought them before the 1913 Alien Land Law was enacted, which 
forbade the ownership of land by Issei (first generation Japanese). After 1913, some bought 
land in the name of their citizen children to get around this law. But most Japanese leased the 
farms or sharecropped” 7 . This is a clear example of exercised power over individuals who 
were considered aliens in the American society. If we were to analyze how the Alien Land 
Law affected the lives of Japanese Americans, than one should keep in mind that Japanese 
immigrants were seen as settlers as opposed to other Asian immigrants 8 . Another factor which 
contributed to the enactment of the previously mentioned law was the fact that Japanese 
pursued American lands in order to settle and work while their children were able to attend 
school 9 . In other words, the narrator from Starting from Loomis and Other Stories explains 
that because of the Alien Land Law, first generation immigrants could not own American land 
anymore. Instead they could only lease their lands and sell their crops, in this way coping with 
the power imposed by the law. 

Even if the Alien Land Law seemed to do injustice to Americans of Japanese descent, 
the narrator remembers that at the beginning of World War II he and his family members 
were forced to leave their home and prepare for a new life in camps. As a starting point, they 
had to go to Arboga Assembly Center, a temporary detention camp. The narrator’s 
experiences from Arboga are obviously connected to the political situation of the time and, of 
course, the power centers which concentrated their attention on gathering Japanese American 
families in places where they could constantly be supervised. The narrator painfully recollects 
that Japanese Americans were forced to live in single room barracks, that for meals they had 
to line up with tin plates in hand and that no background or previous position in society 
mattered anymore as everyone was reduced to a number. When talking about the use of the 
latrine, the narrator claims: “what was most outrageous was going to the latrine, a public 
outhouse with accommodations for eight or so without partitions. We sat there cheek-to- 
cheek, so to speak” 10 . To put it differently, Japanese Americans became nameless and, at the 
same time, powerless, being forced to live in such conditions, being forced to comply with the 
rules imposed by the society in which they lived. The above mentioned ‘latrine’ episode is a 
clear example of white supremacy as it brings to light the idea that other races are inferior 
and, thus, are not allowed to benefit from decent 19 th century facilities. 

However, after arriving at Tule Lake the narrator draws parallels between his previous 
experience from Arboga Assembly Center and his current location. He clearly states that: 
“after the miserable experience in Arboga, we were excited about the flush toilets in the 


6 Hamilton. Ibidem, p. 172. 

7 Kashiwagi, Hiroshi. Ibidem, p. 10. 

s Takaki, Roland. Strangers from a Different Shore: A History of Asian Americans. New York, NY, USA: Penguin: 1990. p. 
46. 

9 Neiwert, David. Strawberry Days, How Internment Destroyed a Japanese American Community . New York: Palgrave 
Macmillan, 2005. p. 24. 

10 Kashiwagi, Hiroshi. Ibidem, p. 15. 
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latrines; in fact, we made a special trip to the latrine to check them out - two rows of 
porcelain toilets that actually flushed. We tried them several times to see if they really 
worked; they did” 11 . Being overwhelmed by the changes between these two camps, the 
narrator, in fact, points towards a sense of embracing the situation in which he found himself. 
So, we could claim that he found a way to cope with the power imposed by the system, in this 
way resisting it by simply not resisting. 

Kashiwagi’s stay at Tule Lake did not have negative repercussions on all levels 
because apart from being surrounded by fences, here he was able to begin his career as a poet 
and actor. He even reckons that: “I belonged to the Tule Lake Writers Club and the Tule Lake 
Little Theater, administered by the camp recreation department. Both were great creative 
outlets for me, and they gave me a chance to pursue my interest in the arts. Strangely, going to 
camp was an exciting time for me; I was able to do what I absolutely loved to do...at least at 
first” 12 . Being able to interact with people who had the same interests, the narrator sees Tule 
Lake as a fruitful experience. However, one finds himself/herself in the situation of 
questioning his remark ‘at least at first’. Does that mean that he was initially allowed to 
perform and after some time he was not? Or was this just another short-term career prospect? 

Interestingly enough, the following pages from the memoir reveal aspects related to 
Little Theatre in camp and the feelings rooted deep inside him. He states: “Strangely, camp 
gave me a chance to pursue what interested me the most: writing and acting, performing in 
front of people. I had taken a drama course at Dorsey High School during my year in Los 
Angeles and had acted in plays at the Japanese-language school. But nothing like the Little 
Theater Camp” 13 . We could only assume that even if Kashiwagi had to spend his teenage 
years in an internment camp, he took advantage of the situation and focused on his aims. 
More importantly, the fact that he still remembers Little Theater and compares it to other 
drama courses proves that the Tule Lake experience was indeed a fruitful one. 

However, this experience soon ended together with a questionnaire which intended to 
measure the loyalty of Japanese Americans. The narrator explains that: “the Little Theater 
came to an abrupt end with the institution of the loyalty registration order in early February 
1943, when politics displaced art, when division, distrust, even enmity among the members - 
all cause by infamous order - effectively killed off any creative energy within the group. The 
last performances were in January and by mid-February the Little Theater at Tule Lake was 
history” 14 . Because of this questionnaire Japanese Americans began to lose trust in their peers 
and there is no wonder why Little Theater lost its members. 

In fact, the War Relocation Authority (WRA) tried to identify Japanese Americans 
who could be released from camp and the two questions from the loyalty registration order, 
namely no. 27 and no. 28 15 , intended to prove the internees’ allegiance to the American 
people. However, there were serious consequences after answering these questions with a 
firm “No”. The narrator explains that: “Tule Lake became a segregation center, a maximum 


11 Kashiwagi, Hiroshi. Ibidem, p. 17. 

12 Kashiwagi, Hiroshi. Ibidem, p. 19. 

13 Kashiwagi, Hiroshi. Ibidem, p. 81. 

14 Kashiwagi, Hiroshi. Ibidem, p. 85. 

15 The two questions intended to separate those who were loyal to the United States of America and those who were not. 
Question no. 27. Asked: “Are you willing to serve in the armed forces of the United States on combat duty whatever 
ordered?”, while question no. 28 asked: “Will you swear unqualified allegiance to the United States of America and faithfully 
defend the United States from any or all attack by foreign or domestic forces, and forswear any form of allegiance or 
obedience to the Japanese emperor, or any other foreign government, power or organization?” 
(https://caamedia.org/jainternment/camps/questions.html). 
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security prison for ‘disloyal’ Americans. And we became kn own as the infamous ‘No-No 
Boys’, a stigma that would mark us whenever the subject of camps came up, which was 
often” 16 . In other words, Tule Lake became a place where unfaithful Japanese Americans 
resided and soon some of them renounced their American citizenship, thus becoming Native 
American Aliens. 

When thinking about his decision, the narrator claims that: “I renounced my American 
citizenship at Tule Lake, and I felt that was the dumbest thing I ever did in my life [...] I had 
opposed the registration in protest against the many injustices I had suffered - not just the 
incarceration but all the racist abuses I had taken as a child and as a young man, all the times I 
had been called a ‘Jap’” 17 . Clearly, the narrator felt that by renouncing his citizenship he 
would choose to fight the system and resist its power. However, as stated above, the only way 
to resist power was by not resisting. Hence, he soon realized that this rebellion was in vain 
because: “renunciation was totally unnecessary [...] We had already made our protest kn own 
by not registering. Giving up our citizenship was stupid and redundant. Since I did not 
possess Japanese or any other citizenship, I essentially became a person without a country. 
My official status, in fact, became ‘Native American Alien’” 18 . 

After years of being a Native American Alien the narrator finds out that he had 
recovered his American citizen status on March 21, 1956. To put it differently, his American 
citizenship renunciation was cancelled and his birth certificate returned together with a letter 
from Assistant Attorney General George Cochran Doub. Part of the letter said: “In view of the 
determination that your renunciation was null, void and without legal effect, you are entitled 
to the return of your birth certificate. It is returned herewith” 19 . Unfortunately, the documents 
were sent to Weimar Sanatorium in 1956 and because Kashiwagi’s father died in 1951, they 
were unclaimed and returned to Washington. But this episode bears much more meaning than 
a mere cancellation of citizenship renunciation; rather it points towards a poor apology from 
the American system for all the injustices that were exercised upon Americans of Japanese 
descent. 

This paper has proved that while some of Kashiwagi’s stories reveal dreadful 
experiences of Japanese Americans i.e. Arboga Assembly Center, the end of Little Theater, 
the loyalty questionnaire and its aftermath, others have more positive messages such as the 
Little Theater experience and the cancellation of American citizenship renunciation. For these 
reasons, in his article Gus Thompson recognizes that: “while some of Kashiwagi’s ‘Starting 
from Loomis’ stories cut like a sharp knife deep into old wounds, he feels that the message 
that emerges is a guardedly positive one” 20 . Because the narrator from Starting from Loomis 
exposed not only negative but also positive aspects related to internment camps, the reader 
realizes that there were instances in which weak individuals such as Japanese Americans 
learned how to cope with representations of power in a critical period from the American 
history. Moreover, Yoshida rightfully considers that Kashiwagi’s memoir: “stands as a 
testament that Hiroshi led and continues to live a spirited life. He did not live in the shadows. 
Quite literally, he did the opposite.. .he lived his life out in front of audiences, on stage” 21 . 


16 Kashiwagi, Hiroshi. Ibidem, p. 23. 

17 Kashiwagi, Hiroshi. Ibidem, p. 87. 

18 Kashiwagi, Hiroshi. Ibidem, p. 89. 

19 Kashiwagi, Hiroshi. Ibidem, p. 156. 

20 Thompson, Gus. “The Bittersweet Americanization of Hiroshi Kashiwagi | Auburn Journal” The Bittersweet 
Americanization of Hiroshi Kashiwagi I Auburn Journal. N.p. 18 Feb. 2014. Web. 06 Nov. 2016. 

21 Yoshida, Edward. Ibidem. 
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Clearly Hiroshi Kashiwagi’s Starting from Loomis is a symbol for every Japanese American 
who identifies with the war trauma and the triumph defined by a multitude of experiences. 
Last but not least, one could add that through his stories, the narrator exposed the American 
ideology of the time, thus proving that history in itself is a collection of interpretations that 
need to be known. 
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THE POETRY OF THE DOMESTIC SPACE 
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PhD Student, "Petru Maior" University of Tirgu Mures 


Abstract: Emil Brumaru places his poems from the biginning in a domestic environment homelike, 
welcoming, commonplace and yet not devoid of originality by appealing to two dimensions: one of the 
reality outdoor, and another of the reality of the inner. The reality outside it limits its sensations at the 
perimeter of the kitchen, in the bedroom, in the sheds, where it smells like dust asleep, in rooms with 
wardrobes „great mysteries of childhood”, living rooms, bathrooms, „rooms loose-sunset”, „warm 
nooks with the angels melts on the floor”, pantries, balconies and verandas, cellars, „corres-warm 
room ”, or old barns, all these being chosen with artistic careful from „our home by clay”. 

The lyrical ego it feels ecstatic in your own home, discovering permanently something new or feeling 
useful commit a gesture as commonplace on so unexpectedly: it helps ants to pass the thresholds 
„from a room to another”. The inner reality is a reflection of outer reality in reffering to emotions, at 
the inner feelings of the self lyric. The inside of the rustic it is in conjuction with the sense memory of 
childhood, in wich prevails visual images and the taste. „ The poet sings laziness, asthenia, the 
fragrance of the bedroom, the flavours of the wardrobes, the drunkenness time of the dissolution of the 
orange, the scent of the laundry spread to dry, bugs invading the food, the softness of the carpets, 
velvets and silks, is the opinion ofAlexandru Pirn. The repository, small station, railway, platform, the 
wagon, the compartment are places which incite the imagination carrying, therefore, the lyrical ego in 
an ideal world, coveted, fairy tale, but and a test to bring in the present time of the old, a past in that 
the Emil Brumaru’s father is there always, forever... 


Keywords: poetry, space, domestic, shed, small station 


Emil Brumaru a§aza poemele sale de inceput intr-un spapu domestic, intim, primitor, 
banal §i totu§i nu lipsit de originalitate, apeland la doua dimensiuni: una a real i tap i exterioare 
§i alta a unei existence interioare. Realitatea exterioara i§i limiteaza senzapile la perimetrul 
bucatariei, in donnitor, in magazii in care miroase a „praf adormit”, in odai cu „Dulapuri, 
mari mistere ale copilariei”, sufragerii, bai, „odai desfacute-n apus”, „unghere calde cu ingeri 
topiti pe podea”, camari, balcoane, verande, pivnitc, „miezuri de-odaie calda” sau hambare 
vechi, toate acestea fiind alese cu grija artistica din „casa noastra de chirpice”. Eul se simte 
extaziat in propria locuinta, descoperind rnereu ceva nou sau simpndu-sc util savarsind un 
gest pe cat de banal, pe atat de nea§teptat: ajuta furnicile sa treaca pragurile „dintr-o camera-n 
alta”. Realitatea interioara este o reflexie a realitapi exterioare, raportandu-se la cmopilc, la 
trairile interioare ale eului liric. 
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Bucolicul interior este coroborat cu memoria afectiva a copilariei, in care predomina 
imaginile vizuale si cele gustative. „Poetul mai canta lancezirea, lenea, astenia, cxalapile 
dormitorului, aromele dulapurilor, bctia data de desfacerea portocalei, miresemele rufelor 
intinse la uscat, insectele invadand alimentele, moliciunea covoarelor, catifelelor §i matasii” 1 , 
este de parere Alexandru Piru. 

Gheorghe Grigurcu observa ca Emil Brumaru scrie o poezie a „gesturilor casnice 
asociata cu cea a vcsmintclor voluptoase (matasuri ce se sfasic pe soldul femeii, lasand o clipa 
libera matasea epidermei), ca intr-o scena ce se petrece in fumuriul catifelat al unui vechi 
gobelin 2 . „Concupisccnta poetului, enorma, se travcstcstc intr-un camaval de senzapi 
secunde, ludice, intr-o incantatoare impudoare gulliveriana: „Traiam in bulion, traiam in 
fructe,/ In dulci firide de hartii murdare,/ In untdelemen duceam naive lupte,/ Sticlele mele 
aveau dop de doare.// Iubeam paianjeni fara ca sa-mi pese/ §i langa ziduri mirosul de var;/ Pe 
tavi dormeam alaturi de mari fese/ De piersice roz-albe ce transpar” (Prez.entare)” 3 . 

Bucolicul interior este coroborat cu memoria afectiva a copilariei, in care predomina 
imaginile vizuale si cele gustative. „Poetul mai canta lancezirea, lenea, astenia, cxalapile 
dormitorului, aromele dulapurilor, bctia data de desfacerea portocalei, miresemele rufelor 
intinse la uscat, insectele invadand alimentele, moliciunea covoarelor, catifelelor si matasii” 4 , 
este de parere Alexandru Piru. 

In toate aceste poezii ale spapului domestic este strecurata ideatic forma geometrica ce 
simbolizeaza pcrfccpunca - cercul -, acesta regasindu-se fie sub forma unor „icre cu bob 
balos”, a persicilor, „moi bile de apa”, cani, caise, „bila de filde§ galbuie”, portocale, „sani 
sublimi”, fie sub forma unei mingi, a bomboanelor, a soarelui, a oului de gasca, benzile de 
telegraf, nasturii, ochii, ro§iile (fructe), cercurile de la plita, margica, crati|ele rotunde, lupa, 
nuca de cocos, ceapa, varza, roata, sfera, „dulci catu§e”, butonul de la manscta, palariile de 
fetru, capul, ceasomicele, ro(ile, dovlecii, palniile, „glob lucios”, buclele, parul inelat, 
pudriera, banul, „trupul rotunjit” cu tendin(e rubensiene, care ne fac sa in(elcgem ca 
frumuse(ea, pentru Emil Brumaru are forma, la propriu; chiar si gradina lui Julien Ospitalierul 
este reprezentata ca find sferica, semn ca poetul tinde spre desavarprc interioara §i exterioara 
in versuri care se vor, de asemenea, impecabile, sublime. Potrivit Dicfionarului de simboluri, 
„Cercul este mai intai un punct extins si tine de pcrfcctiunca acestuia. De aceea punctul si 
cercul au proprictap simbolice comune: perfec(iune, omogenitate, absen(a distinctici sau a 
impartirii... Cercul mai poate simboliza, daca nu pcrfcctiunilc tainice ale punctului primordial, 
cel pu(in efectele create; altfel spus, lumea, in masura in care aceasta se deosebe§te de 
originea sa.” 5 

Magaziile lui Emil Brumaru sunt locurile in care „toamna miroase a praf adormit” sau 
spapul din care Julien Ospitalierul isi ia „suavul burghiu,/ Ascunzandu-1 sub haina” ori 
taramul in care „Tu o sa-p scoti ciorapii cei violcti ca pruna/ Si o sa-p lepezi fusta cu papagali 
la poale/ Ca-n rumegu§ul umed al magaziei goale/ [...]/ Sa ne iubim extatici cu oh, cu ah, cu 
uh!...”, fie zona in care eul liric scobestc „zidul intre caramizi c-un cupt vechi si tocit de 
bucatarie” sau (inutul in care iubita i§i arata sanii, „Iar la sfarsitul saptamanii/ [...]/ Mi-ai arata, 


1 Alexandru Piru, Poezia romdneasca contemporana 1950-1975, Editura Eminescu, Bucure§ti, 1975, p. 341. 

2 Gheorghe Grigurcu, Existenfa poeziei, Editura Cartea Romaneasca, Bucure§ti, 1986, p. 450. 

3 Ibidem, p. 452. 

4 Alexandru Piru, Poezia romaneasca contemporana 1950-1975, Editura Eminescu, Bucure§ti, 1975, p. 341. 

5 Jean Chevalier §i Alain Gheerbrant, Dicfionar de simboluri, Editura Polirom, Bucure§ti, 2009, pp. 222-223. 
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oh, Doamne, sanii/ in magazii darapanate” ori locul unde „bibliografia completa de 
parfumuri/ Vom studia-o[...]”. 

Unele magazii exista pur si simplu in imediata vecinatate a haltelor, unde zace amofiit 
materialul lemnos, „gramezile de cherestea”, „cu vechi cantare si cherestele acre/ Pe unde stau 
marfare la bariere sacre/ §i-i miros de traversa ce-n pacura se-nmoaie/ De caramida dulce 
sfaramata-ncet in ploaie...”. 

Nimic indicator in aceste poeme, decat, poate faptul ca toate au un numitor comun: 
loca(ia, momentul din zi surprins §i anotimpul. Ceea ce se intampla in magazii sau halte, 
toamna, dupa orele dupa-amiezii, pare desprins parca din sfera fantasticului coroborat cu 
absurdul. 

Astfel, in Rugaciunea detectivului Arthur, suntem intampinati de un eu pe care 
„nimeni si nimic” nu il poate opri sa savar§easca anumite actiuni bizare: „sa pun un pantof cu 
§ireturi subtiri de matasa,/ A§teptand sa se umple cu flori, §i sa fiu fericit”, „sa caut prin 
santuri buca|i de ziare,/ Sa iubesc catre seara apa si pietrele mari de sub poduri; oh, istovit,/ Sa 
sarut o scara ce putrczcstc in brusturii de langa ziduri amare,/ in timp ce furnicile tree, si sa 
fiu fericit...// Nimeni si nimic nu ma poate opri sa ascut pe o treapta a casei satarul tocit/ Cu 
care tai carne suava de fluturi ce-i visul motanilor mei”. Se pare ca „nimeni §i nimic” nu il 
face mai fericit pe eul poetic decat bucataria, intoarcerea in acest univers fiind inevitabila, 
indispensabila chiar: „Sa-ngenunchez pe podele in fa(a sticlelor lungi de o(et §i ulei,/ Fara 
sfiala plangand, si sa fiu fericit...”. O obscrva(ie extrem de simpla, dar remarcabila este cea 
facuta de Ion Ncgoitcscu in cartea sa, Scriitori contemporani : „Poeziile lui Emil Brumaru sunt 
in primul rand ale limbii si ale nasului” 6 . 

Ce pu(in ii trebuie acestui eu, pentru a atinge starea de deplina multumirc sufleteasca! 
Este foarte atent la detaliile din jurul sau si dispune de un spirit de obscrva(ie extraordinar: 
„Nimeni si nimic nu ma poate opri sa desfac in amurg un ceasomic de fata/ (El are roti(c de 
inger!); sa gasesc paianjeni batrani in pompe stricate de flit/ §i pe a §aptea ce§cu(a din 
sumbrul dulap o amprenta ciudata,/ §i-apoi sa umblu tacut prin odai §i sa fiu fericit...”. 
Invocarea cifrei §apte ar putea face referire la via(a morala „insumand cele trei virtu(i 
teologale - crcdinta, nadejdea §i bunatatea - si cele patru virtufi cardinale: pruden(a, 
cumpatarea, dreptatea si puterea.” 7 

De§i, prin prisma titlului se dore§te a fi o rugaciune, poemul nu seamana deloc cu 
incercarea personala a eului liric de a intra in contact direct cu divinitatea, ci imbraca forma 
unei confesiuni lirice, care tradeaza multa ambitic si siguran(a de sine si nicidecum o atitudine 
umila. 

Secretul lui Julien Ospitalierul ne dezvaluie tabieturile sau, mai degraba, placerile 
acestuia in intimitatea casei sale, pornind din magazie. Ceea ce ii alimenteaza emotiile si ii da 
o stare de fericire lui Julien este „suavul burghiu”, pe care il ascunde de ochii curio§ilor: „Voi 
lua intr-o dimincata trista de toamna, din magazie, suavul burghiu,/ Ascunzandu-1 sub haina, 
§i-abia respirand de cmo(ic si fericire/ il voi culca pe matasuri, in casa, si cu glaspapir 
argintiu/ Voi mingaia, spre-a-i reda tincrctca si patima, trupu-i subtirc.”. Lumea ignobila, din 
care face parte si acest banal burghiu, capata insu§iri umane, prin utilizarea epitetului 
personificator in inversiune „suavul burghiu”, dar §i prin tratamentul aplicat acestuia: „ il voi 


6 Ion Negoitescu, Scriitori contemporani , Editura Dacia, Cluj, 1994, p. 54. 

7 Jean Chevalier, Alain Gheerbrant, Dicfionar de simboluri, Editura Polirom, Bucure§ti, 2009, p. 885. 
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culca pe matasuri, in casa”, „Voi mangaia [...] trupu-i sub tire”, cu scopul de a-1 insuHcti 
„spre-a-i reda patima”. 

Strofa a doua dcpa^cstc pragul firescului; tabloul liric infa|i§at pare a ft preluat dintr- 
un basm autentic, in care predomina mi§carile molatice: „Apoi voi aduce o scandura moale de 
plop de la vechile stive de lemn,/ Geluita cu melci si-mbatata de ploi acri§oare,/ §i plin de 
sfiala-o sa-nsirui, legat c-o esarfa albastra la ochi, gauri, nedemn,/ Strangand rumegu§ul curat 
in casele de filde§ cu balamale din piele de caprioara.”. Expresivitatea consta nu doar in 
prezen|a metaforelor, epitetelor §i personificarilor: „Geluita cu melci” sau ,,-mbatata de ploi 
acrisoare”, ci, rnai ales, in explorarea si exploatarea cu pasiune a prozaicului, ceea ce ii 
confera poeziei statutul de opera de arta. 

Dimineata „trista de toamna” se transforma treptat in seara, odata cu ultima strofa a 
poeziei. Sentimentul de melancolie pune stapanire pe eul liric, determinandu-1 sa inmiresmeze 
ferestrele, gest vazut ca o dorinl,a de schimbare a decorului olfactiv, ca o revigorare, ca o 
ie§ire din rutina, geamul reprezentand conexiunea dintre interiorului placut si exteriorul 
dezolant: „Iar seara, nostalgic, voi parfuma ferestrele mari cu lavanda/ Si-n lampa voi pune 
fitilul cel brav, de pe cand mai traia detectivul Arthur,/ §i-atunci va sosi, ca de-atatea ori, 
lcncs §i tandru, prin spatiul obscur,/ Ingerul lui cu zulufi de motan siamez ca sa facem, 
plangand, contrabands.”. Utilizarea fitilului face trimitere la luminS, la evolu|ie, moment care 
poate ft asociat cu o §edintS de spiritism capabilS sa alunge singurStatea unui eul liric 
condamnat la izolare, dar care se complace in aceastS posturS, in vreme ce „contrabanda” 
poate sugera schimbul ilegal de cuvinte intre Julien Ospitalierul si detectivul Arthur, deoarece 
acesta a fost adus clandestin din lumea de dincolo. 

Magaziile de mSrfuri sunt invocate §i in poezia Elegie din volumul Cantece naive 
(1976), insa foarte succint, la fel cum, in paralel, sunt pomenite §i „sfeclele vechi de zahar”: 
„0, magazii de marfuri!/ O, sfecle vechi de zahar!/ Sunt stampilat de ingeri,/ Nu pot sa ma 
mai apar.”. Facem cuno§tin(a, aici, asadar, cu un eu poetic care-1 intruchipeaza pe omul de 
geniu in totala contradic(ie cu omul comun, de care acesta nu este intelcs, ceea ce-i confera 
statutul de stigmatizat sau exilat al societa(ii din care face parte. Deoarece eul proscris se afla 
in incapacitatea de a se apara de „§tampila ingerilor”, singura placere a acestuia se rcgascstc 
printre lucrurilor prozaice. Monopolul este de(inut, insa, de salile de a§teptare ale garilor „Cu 
miros de harbuz”, pentru care Emil Brumaru nutrcstc o a Imitate evidenta si, unde, eul liric 
consuma, sub forma unei metafore extrem de sugestive, „dulci decilitri/ De-amurg §i fac abuz/ 
Cu timbre daruite/ De factorul postal”. Fiind un hedonist convins, Brumaru apeleaza la epitete 
dintre cele mai placute, daca nu auzului, cel put,in gandurilor interioare, pe care le alimenteaza 
cu determinan(i adjectivali incitanti: „dulci” („dulci decilitri”) sau „calde” („traverse calde”). 
Toate obiectele, oricat de ignobile ar parea, sunt inzestrate cu acel „suflu”, care ofera senzalia 
clara ca ele sunt vii, respira, simt, deci exista. 

Pe de alta parte, este u§or de observat ca avem de-a face cu un eu poetic indragostit de 
lucrurile comune dintr-o gara: un cantar sau de (culmea!) balega de cal, in vreme ce traversele 
extaziate, incalzite, poate, de trenurile care tree, se manifests asemenea unor amante topite de 
placere: „§i-ador cantarul garii/ §i balega de cal,/ §i-ascult traverse calde/ Sub linii spunand: 
ah!”. 

Benzile de telegraf sunt un element recurent, fiind amintite alaturi de garile §i haltele 
brumarene: „§i scriu scrisori naive/ Pe benzi de telegraf/ Cu chimicul, in gura/ Muiat, ca la- 
nceput.”, dezvoltand o hiperbola capabila sa reliefeze nimic mai mult decat o falsa candoare. 

Daca prima strofa este formata din 18 versuri, finalul poemului, un distih, vine sa 
tempereze pasiunea de pana acum, capatand aspectul unei concluzii metaforice concentrate: 
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„Mi-e sufletul biletul/ Pentr-un marfar pierdut.”. Astfel, eul liric exilat recunoa§te, fara 
rc(ineri, ca sufletul sau este un bilet, adica o bucata mica de hartie imprimata, in baza caruia 
poate circula legal cu trenul, un marfar ratacit intr-un univers al obiectelor banale, care-i 
provoaca atata placere. 

Mult mai inspirata pare a li poezia Elegie din volumul Adio, Robinson Crusoe! (1978), 
care face trimitere la magaziile „cu sobolani batrani/ Unde i(i intra orele-n plamani/ Ma 
preumblam c-o dulce gravitate/ Pe langa pompele de flit stricate.”. Magazia brumareana este 
descrisa aici cu lux de amanunte, intr-un tumultum de versuri, care nu sunt divizate in strofe, 
tabloul schi(at imbinand sacrul cu profanul: „Cutii cu crema neagra pentru ghete/ Sufletul pur 
§tiau sa mi-1 desfete/ §i ma-mbatau cu-aroma lor sublima/ Butoaiele adanci de motorina.” 

Epitetul cromatic „crema neagra” sugereaza pacatul ce pune stapanire pe „sufletul 
pur” al eului liric, care se lasa in voia sim(urilor, mai ales a celor olfactive amplificate de 
mirosul „sublim” al motorinei. Amestecul lichid de hidrocarburi pare sa-1 inspire pe acest eul 
liric ratacit prin colturilc magaziilor, acolo unde „Paianjenii murap in lampi cu gaz/ Imi 
lunecau cu grija pe obraz”; singurele capabile sa-1 priceapa sunt „Primusurile mari, lucioase, 
de alama”, care „Ma-ntclegcau si ma luau in seama”. Oriunde s-ar afla eul poetic, bucataria 
este cea care ii aduce alinarea, idee inspirata de prezen(a „primusurilor”, aparate casnice 
pentru gatit, care functioneaza pe baza de benzina sau petrol lampant. 

Magazia in care ne aflam este, asa cum ne §i astcptam, plina de lucruri vechi, parasite, 
ruginite, ie§ite din uz, dar care ascund amintiri dintre cele mai sugestive: „Priveam uimit cum 
lucrurile-apar/ Si se scufunda-n hauri de marar,/ Cum ruginesc vechi cercuri de plita/ In 
maldare de lana parasita,/ Cum arcuri firante mor in canapele/ Ce-au clatinat sufragerii pe ele/ 
§i cum prin colturi ingeri diafani/ Suflau cu-amurg margica la curcani”. Observam ca 
structura personificatoare „arcuri firante mor in canapele/ Ce-au clatinat sufragerii pe ele” are 
conotapi sexuale, canapele fiind obiectele pe care, cineva, candva, s-a iubit cu vigoare. 

Poemul debuteaza cu verbul la timpul prezent „intra”, ce exprima intensitatea trairii 
eului liric, dar §i o ac(iune continua, creand impresia de autenticitate, de exactitate, care se 
transforma, incepand cu versul al treilea, intr-un imperfect veritabil, tradand timpul evocarii, 
al amintirii: „Ma preumblam”, „§tiau”, „ma-mbatau”, „!mi lunecau”, „Ma-n(elegeau”, „ma 
luau in seama”, „priveam”, pentru ca, pe ncastcptatc, eul poetic sa revina din nou la timpul 
prezent „apar”, „se scufunda”, „ruginesc”, „mor”, iar apoi, sa se manifeste, iar, trecutul „au 
clatinat” §i „Suflau”. Alternanta aceasta prezent-trecut cvidcnpaza labilitatea unui eu liric 
macinat de un trecut ale carui ecouri inca reverbereaza in prezent, producandu-i o stare de 
nostalgie acuta. Tocmai de aceea, el se regase§te pe sine doar printre obiectele uitate in 
magazia plina cu §obolani, care, de asemenea, sunt degradati, „batrani”. Alternanta verbala ar 
mai putea sugera si trecera de la realitate la imaginar, actiunc absolut necesara in construirea 
unei viziuni poetice. 

Ultimele sasc versuri tradeaza nazuin(clc, dar si suferin(a eului liric, care isi dorcste 
mult „in bulioane/ Sa lenevesc, visand sub celofane/ Femei sub(iri §i tandre ce-or sa vie,/ 
Cand prafurile cad de-o vcsnicic”. Se remarca, astfel, faptul ca eul poetic viseaza sa fie 
conservat, la fel cum se procedeaza in cazul bulioanelor, aceasta fiind singura modalitate de a 
face fa(a degradarii fizice, proces necru(ator la care sunt supuse chiar §i banalele obiecte din 
magazie. 

Prczcnta intcrjcct.ici „0” din penultimul vers potcntcaza o stare de spirit 
demoralizanta, ce sus(inc durerea lizica sau morala a eului liric, care isi dorcste sa fie luat din 
„sticla-n care sufar/ [...]/ Spre-a ma turna in crati(c rotunde...”. Constatam ca, dcsi este adeptul 
conservarii, eul poetic alege totu§i sa fie tumat in „crati|e rotunde”, vas care sugereaza, prin 
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forma cercului, asa cum am aratat si in alte poezii tratate pana acum, perfccpunca spre care 
aspira acesta, dcsavarsirea fiind superioara luptei cu timpul ireversibil. Si „cercurile de la 
plita”, dar §i „margica de la curcani” trimit spre simbolul cercului, al pcrfccpunii §i idealitapi. 

Adio, Robinson Crusoe vine sa completeze tabloul magaziilor brumarene, dar §i cel al 
haltelor, adaugand un plus de savoare celor doua locapi. De§i imaginea magaziei este extrern 
de succint creionata, fiind amintita doar in strofa a doua a poemului, intr-un numar redus de 
versuri, ea capata amploare prin gestul banal pe care il savar§e§te eul liric: „Apoi le strangeam 
la/ loc (n.n. benzile de telegraf!) §i ma duceam in dosul magaziei de cereale/ ca sa scobesc 
zidul intre caramizi c-un/ cupt vechi §i tocit de bucatarie”. 

Copilaria este cea mai minunata etapa din via(a unui om, cand totul injur, chiar §i cele 
mai marunte obiecte sau gesturi, sunt augumentate de imagina(ia si originalitatea micuplor. 
Chiar §i in lipsa jucariilor, copiii ftiu sa gaseasca acel „ceva” interesant, care ii capteaza atat 
de mult. Astfel, „un cul.it vechi §i tocit de bucatarie” poate da firau liber imaginatici eului 
poetic, transformandu-1, poate, intr-o dalta care face minuni pe un perete obi§nuit din 
caramida, cuptul sugerand, de altfel, libertatea de acpunc, liberul arbitru, avand, insa „puterea 
de a indeparta inllucntcle malefice.” 8 Faptul ca acest zid este scobit de catre eul liric, ar putea 
face trimitere la incercarea sa de a evada din peisajul anost al magaziei de cereale, pana inca 
mai este copil, iar fantezia ii da aceasta posibilitate. 

Din punct de vedere stilistic, zidul este o metafora, cu alte cuvinte o forma de limitare, 
de constrangere a fantasmagoriei, gran ha irnpusa de varsta eului liric, care pare ca nu mai e 
chiar un copil, daca ne referim la titlul poemului nostra. Forma de salut „Adio, Robinson 
Crusoe” poate sugera acel ramas-bun exprimat la incheierea unei etape din viapt unui om, iar 
aceasta ar putea fi copilaria. Cu alte cuvinte, eul poetic isi ia la revedere de la Robinson 
Crusoe, adica de la copilarie, iar acest aspect are loc fara intcrvenlja nimanui, fiind un lucra 
absolut firesc. §i, pentra ca orice sfar§it antreneaza un nou inceput, eul liric pasc^te intr-o 
noua etapa, iar aceasta ar putea fi adolescenja, care se i(cstc odata cu Ada. 

„Magazia de cereale” este, asadar, §i locul unde eul liric o intalncstc pe Ada: „Acolo 
am/ intalnit-o pe Ada. De la inceput mi-a spus/ ca Robinson Crusoe i-a dat voie §i ei. Am 
furat/ imediat nasturii aurii de la uniforma lui/ taica-meu, nasturii aceia ce au pe ei o roata/ cu 
aripioare de vultur, la care tinea atat de/ mult, incat isi cususe doua randuri: unui pentra/ 
cheutori, celalalt pentra placere. Doar nu putea sa se supere. §tia ca-i vom da, pentra/ ca ne 
lasa pe insula, lui Robinson Crusoe.” Dupa cum se poate observa, in acest ultim joe al 
copilariei, intra §i Ada, o prietena a eului liric, doar ca aceasta acjiune distractiva implica si un 
mic sacrificiu. Pentra a fi acceptaji pe insula lui Robinson Crusoe, e nevoie de cajiva nasturi, 
obiecte valoroase pentra tatal eului liric, pe care acesta ii ia de la uniforma de CFR-ist a 
parintelui sau, convins fiind ca acesta nu se va supara. 

Conceptul de perfecjiune, spre care tinde cu toata fiinja sa eul liric, se regase§te, §i in 
acest poem, in forma desavar§ita a cercului, care este tradata de prczcnta benzilor de telegraf, 
a nasturilor aurii §i a rojii cu aripioare de inger de pe supra fata nasturilor, indicate grafica 
specified CFR-ului de altadata. §i lumea copilariei se vrea perfecta, dar spre deosebire de alte 
universuri, aceasta chiar este. 

Ideea formulata mai sus, referitoare la ultimul joe al copilariei §i la faptul ca Emil 
Brumara surprinde momentul tranzi|iei de la copilarie la adolescen|a a eului liric, este 
cvidcnl,iata §i in versurile urmatoare, cand „a aparat, de data asta intr-o dupa-amiaza,/ Cecina. 
Era mai mare ca noi, terminase/ poate liceul si ne-am mirat ca a fost admisa/ pe insula, mai 


Jean Chevalier, Alain Gheerbrant, op. cit., p. 322. 
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ales ca la sosire nici n-a pomenit/ de Robinson Crusoe, iar mai tarziu,/ cand a venit vorba 
despre el, s-a eschivat/ pur §i simplu.” Se pare ca doar cei care mai cred in basme si care inca 
nu sunt liceeni (deci copiii) au trecere libera pe insula, metaforic vorbind, a lui Robinson 
Crusoe. 

Robinson Crusoe, personajul imaginar, preluat din opera lui Daniel Defoe, care putea 
ft gasit doar in zona garii, intr-un vagon de persoane, de pe linia rnoarta, intr-un 
compartiment, pare a fi confidentul eului liric: „Intram in prirnul compartiment,/ ma 
intindeam pe burta pe banca lucioasa/ §i galbena §i-i spuneam ce-am mai facut./ [...] Uneori ii 
cantam din muzicut,a; despre Cecina/ nu-i pomeneam insa.” 

Desprinderea de copilarie incepe sa se faca sinRita spre finalul poemului, cand este 
menponata fantana, ca simbol al rcnastcrii, al schimbarii statutului: „§i deodata, intr-o zi, s-a 
intamplat ceva/ nemaipomenit. Mai intai Ada, tam-nisam, in timp/ ce ma coboram in fantana 
ca sa-i/ arat cine sunt, a strigat, aplecandu-se tare/ peste marginea de piatra, ca ea poate face/ 
asta §i fara ajutorul lui Robinson Crusoe./ Eram cat pe ce sa cad! Apoi Cecina, mai/ subpre 
parca si mai frumoasa, a dat a intclegc,/ razand, ca ea sta pe insula fara sa-§i/ fi cerut voie de 
la nimeni, chiar a§a a zis:/ „de la nimeni”. In vreme ce din jocul copilariei se retrag cele doua 
prietene ale eului liric, Cecina si Ada, servitoarea „a inceput sa se planga ca Vineri, da, 
Vineri/ i-e urat de moarte. Asta mi s-a parut/ de necrezut! Mi-am pus in gand sa-1 vad neparat/ 
pe Robinson Crusoe”. Asadar, nici macar servitoarea nu mai e multumita, deci, compatibila 
cu lumea de basm in care se complace eul liric, deoarece nu-1 mai accepta pe servitorul lui 
Robinson. 

Surprins de maturitatea partenerilor de joaca, spiritul ludic se stinge incet, iar eul liric 
pome§te in cautarea unui raspuns din partea celui care, pana mai ieri, ii era prieten intim: „Iata 
cum a fost. Pe linia rnoarta vagonul/ parea pustiu. M-am prins de bara ruginita/ si, ca- 
ntotdeauna, am facut un salt grozav./ Pe culoar un iepure c-o ta§ca/ verde dupa gat m-a privit 
uluit. Am intrat/ in compartiment. Era cald, se auzeau viespile/ cc-si aga^asera fagurii in 
plasele de bagaje/ rupte si parfumate. De pe insula nu venea/ niciun zgomot.” Ultimele 
rabufniri ale naivitapi se regasesc in epitetele „salt grozav” §i „ta§ca verde” (epitet cromatic) a 
iepurelui, verdele sugerand, de fapt, spcranta ca taramul de basm nu s-a risipit, iar Robinson 
Crusoe nu a disparut. Sentimentul zadamiciei este amplificat nu doar de linistca din jur, dar §i 
de astcptarca eului liric: „M-am a§ezat pe burta §i-am/ a§teptat asa pana seara. Pe urma m-am 
dat jos,/ m-am scotocit prin buzunare, am scos creta/ si-am scris cu litere mari, de la un capat/ 
la celalalt al vagonului, sub geamurile sparte,/ ca sa se vada bine:/ ADIO, ROBINSON 
CRUSOE”. 

Maturizarea este amplificata nu de atitudinea de deta§are a amicilor eului liric, ci de 
acel moment de astcptarc care s-a prelungit pana seara, interval de timp in care comunicarea 
dintre eul poetic §i Robinson Crusoe nu a avut loc, semn ca s-a rupt orice punte de legatura cu 
eroul copilariei. Faptul ca perioada candorii s-a sfar§it reiese si din gestul eului liric de la 
finalul poeziei, cand acesta coboara din vagonul magic §i apeleaza la creta pentru a 
inscriptiona, asadar, pentru a consticntiza faptul ca etapa feerica a jocului s-a incheiat. Acesta 
poate fi privit §i ca un moment al acceptarii schimbarilor aduse de varsta adolesceniei. 

Formula de salut scrijelita de eul poetic „de la un capat la celalalt al vagonului”, 
„Adio, ROBINSON CRUSOE”, este privata de semnul exclamarii, a carui prczciRa ar fi fost 
absolut necesara intr-o astfel de constructic, gest facut in mod deliberat tocmai pentru a releva 
naivitatea, ncstiinta care caracterizeaza, §i scriptic, un copil devenit adolescent pe nesim(itc. 
De asemenea, geamul spart al vagonului cu pricina ar putea simboliza nu doar un tren 




547 


Iulian Boldea, Cornel Sigmirean (Editors) 

MULTICULTURAL REPRESENTATIONS. Literature and Discourse as Forms of Dialogue 
Arhipelag XXI Press, Tirgu Mures, 2016 
ISBN: 978-606-8624-16-7 
Section: Literature 


dezafectat §i vechi, dar si, metaforic vorbind, evadarea lui Robinson Crusoe, prin urmare, a 
copilariei din acel vehicul care circula candva pe §ine. 

Magazia, halta, gara, peronul, vagonul, compartimentul sunt locuri care incita 
imaginatia, transportand, a§adar, eul liric intr-o lume ideala, ravnita, de basm, dar §i o 
incercare de a aduce in prezent timpul de odinioara, un trecut in care tatal lui Emil Brumaru 
este acolo mereu, pentru totdeauna... 

BIBLIOGRAPHY 

Brumaru, Emil, 111 cele mai frumoasepoezii, Editura Nernira, Bucure§ti, 2014; 

Brumaru, Emil, Poeme alese 1959 - 1998, Editura Aula, Brasov, 2012; 

Brumaru, Emil, Adio, Robinson Crusoe!, Editura Cartea Romaneasca, Bucuresti, 1978; 
Brumaru, Emil, Cantece naive, Editura Cartea Romaneasca, Bucure§ti, 1976; 

Brumaru, Emil, Dulapul indragostit, Editura Cartea Romaneasca, Bucuresti, 1980; 
Brumaru, Emil, Julien ospitalierul, Editura Cartea Romaneasca, Bucuresti, 1974; 

Brumaru, Emil, Versuri, Editura Albatros, Bucuresti, 1970; 

Emil Brumaru, Opere 1, Julien Ospitalierul, Editura Polirom, Iasi, 2009; 

Chevalier, Jean §i Gheerbrant, Alain, Dicfionar de simboluri, Editura Polirom, Bucuresti, 
2009; 

Grigurcu, Gheorghe, Existenla poeziei, Editura Cartea Romaneasca, Bucuresti, 1986; 
Ncgoi(escu, Ion, Scriitori contemporani, Editura Dacia, Cluj, 1994; 

Piru, Alexandra, Poezia romaneasca contemporana 1950-1975, Editura Eminescu, 
Bucuresti, 1975. 




548 


Iulian Boldea, Cornel Sigmirean (Editors) 

MULTICULTURAL REPRESENTATIONS. Literature and Discourse as Forms of Dialogue 
Arhipelag XXI Press, Tirgu Mures, 2016 
ISBN: 978-606-8624-16-7 
Section: Literature 


A SINGLE MAGAZINE, TWO TITLES OR A SINGLE VISION, TWO 

MAGAZINES 


Maria Lucretia Sturtzu 

PhD Student, "Petru Maior" University of Tirgu Mures 


Abstract: Iasi 1954, a period and a framework which we access in terms of publishing, alongside 
which means social context and ideology, because if we are talking about literary activity or, more, 
about the journalism, without you anchor in reality they were formed, were running, were receiving 
good printing or not , would be totally unprincipled in terms of those who study the period in question. 


Keywords: Iasi, 1954, magazine, ideology, communism. 


Iasi, 1954, o perioada si un cadru pe care le vom accesa din punct de vedere 
publicistic, in paralel cu ceea ce inseamna contextul social si ideologic, caci a vorbi despre 
activitatea literara sau, mai mult, despre cea publicistica, fara a te ancora in realitatea in care 
acestea se formau, se derulau, isi primeau bunul de tipar sau nu, ar fi total neprincipial. 
Incercam in randurile ce vor urma sa creionam cat mai exact cum arata acea perioada a anului 
1954, cum sunau paginile unei reviste care era proprietate a Uniunii Scriitorilor, proprietate a 
sistemului si a partidului unic, pana la urma, asa cum erau toate. In 1954, anul la care vom 
face referire, este finalul unei prime parti de instaurare a regimului comunist, cel mai 
totalitarist regim politic din istorie, nu doar in Romania. Toate schimbarile care aveau loc 
incepand cu 1944 au fost radicale, daca nu totale, la nivelurile intregii societati, spunern 
raportandu-ne la perioada anterioara, interbelica sau chiar si mai inainte. 

Dupa august 1944, aliatii sovieticii ai timpului, ajung pe teritoriul Romaniei unde vor 
ramane pana in 1958, timp in care se va ajunge si in tara noastra (odata cu 1946) la o unica 
guvernare, aceea a Partidului Comunist, sustinut de Moscova, avand structuri asemanatoare si 
devenind unic conducator, care va ramane pana in 1989. O data cu abdicarea regelui, la 
sfarsitul anului 1947, Romania va ajunge republic! 

Aceasta este foarte pe scurt istoria primilor ani, anii instaurarii regimului comunist, 
numit de catre specialisti prima faza a regimului, care va aduce cu ea schimbari uriase in 
cadrul societatii romanesti si in mentalitatea indivizilor. Se va trece la un sistem puternic 
centralizat, de natura autoritara, care va dispune de cea mai riguroasa forma de control si 
constrangere a maselor de oricare categorie sociala ar fi fost. Totul avea sa se deruleze cu un 
substantial ajutor din partea Moscovei si prin realizarea unui tablou romanesc de factura 
sovietica, ce lua viata in urma prevederilor Conventiei de armistitiu din septembrie 1944, prin 
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care Romania ajungea sa se afle sub controlul Inaltului Comandament Aliat - a se citi 
sovietic; o a doua cauza a transformarilor ce aveau sa ajunga ireversibile (si nefaste) pentru 
tara noastra, o va constitui schimbarea legislatiei prin noua Constitutie din aprilie 1948, 
alcatuita dupa modelul constitutiei sovietice din 1936, fiind prima constitutie a Republicii 
Populare Romane. 

O data cu schimbarile regimului, asa cum era si firesc se schimba si viata publicistica 
a tarii, aceasta colorandu-se profund intr-o singura nuanta, sovietica si ea, astfel incat noile 
reviste numite culturale sunt ale regimului comunist („Almanah literar”, 1949/Cluj, „Scrisul 
banatean”, 1950, „Iasul Nou”, 1949/Iasi), dar in cativa ani, se desfiinteaza in aceeasi viteza a 
infiintarii si sunt practic inlocuite cu altele, unele doar cu numele schimbat. Astfel, ,,Iasul 
Nou” devine ,,Iasul literar” la Iasi, in 1954, „Almanahul literar”(Cluj) se va transforma in 
revista „Steaua”(1954), „Scrisul banatean” in „Orizont” (1954) etc. 

1954 este anul schimbarilor comuniste de titluri gazetaresti, marcand astfel si un nou 
inceput. Cat de nou, insa va fi acesta, vom constata prin analiza unei singure directii care ne 
intereseaza, anume cea a revistelor iesene, mai exact a „doua numere de revista aparute sub 
aceeasi cifira: l” 1 . 

La Iasi, anul 1954 va marca prezenta a doua numere de revista, ambele numerotate cu 
1, anume „Iasul Nou” (Almanah literar, Anul VI -martie) si, aceeasi publicatie insa cu titlul 
schimbat, ,,Iasul literar”, care apare ca revista a Uniunii Scriitorilor din R.P.R. incepand cu luna 
august. Ultima, cea cu titlul, doar, schimbat, dupa cum vom arata in paginile urmatoare, va 
continua pana in luna aprilie 1969, devenind apoi „Convorbiri literare”. 

Pana la aceasta schimbare de titlu, „Ia§ul Nou” (cu majuscula !), va exista in format de 
carte odata cu an II, nr. 3-4, din luna mai a anului 1950. Apare pe prima coperta §i denumirea 
de Almanah, iar pe ultima: „Ia§ul Nou, almanah literar, apare sub conducerea unui comitet. 
Redactor responsabil: Ion Istrati. Redactja: str. Cuza Voda, 45, Ia§i. Ad-(ia centrala: Editura 
pentru Literatura si Arta, Bucure§ti, B-dul Ana Ipatescu,39 (...)” 2 . incepand cu numarul 5-6, 
Ion Istrati nu mai apare ca ,redactor responsabil”. „I. N.” raspunde mai ales unor imperative 
politice, propunandu-§i sa devina o publicatie „in slujba maselor largi de cititori”. Aproape 
llecarc numar incepe cu un grupaj de versuri, a caror tematica este racordata la directivele 
ideologice si politice ale momentului: lupta pentru pace, alegerile, indeplinirea planului stat, 
condamnarea imperialismului etc.” 3 

Ultimul numar din „Iasul Nou - Almanah Literar al Uniunii Scriitorilor din R.P.R. 
Filiala Iasi”, 1 Anul VI - Martie 1954, cu denumirea sa completa, prezinta chiar de pe prima 
coperta sumarul: „Nicolae Labis, Marsul celor puternici, Dmitrii Gulia, Partidul (in 
romaneste de Const. Scripca), Nicolai Gribaciov, Ajun de furtund (in romaneste de N. Labis), 
Ion Istrati, Jurnal de reporter - Simple notatii, Dragos Vicol, Cuvantul poeziei, Nicolae 
Malin, Mesterul, Cosma Mihali, Povesteste tata, Gheorghe Scripca, O veche cunostinta, Gh. 
Baileanu, Pe urmele lui Vasile Baltatu la intrecere de halca, Corneliu Sturzu, Invatatorul 
meu, Alexandru Plesca, Cum s-a facut palatul din padure, Despre un licurici. Ion Dragomir, 
Suntem alaturi de voi, Stefan Cuciureanu, Texte si documente - Originea unor versuri din 
variantele lui Eminescu, G. Margarit, Cronica literara - ,,Bietui Ioanide” de G. Calinescu, D. 
Costea, Despre arta poetica a realismului socialist. Miscellanea: I. Sirbu, Versuri despre Iasi. 


1 Lucian Dumbrava, Ei, care au scris. Din istoria Asociafiei scriitorilor din Ia$i, vol. 1: 1949-1959, 

Editura Everest/Evenimentul, Ia§i, 2000, pg. 110. 

2 Academia Romana, Dic^ionarul general al literaturii romane (D.G.L.R.), coordonator general) Eugen Simion, 
vol. 3-E/K, Editura Univers Enciclopedic, Bucure§ti, 2005, p. 557. 

3 Ibidem, pg. 115 
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- G. M.: Lipia poetului. Const. Ciopraga: Doua monumente istorice destinate restaurant” - 
sumar preluat din Colectia revistei. Grafica revistei este una simpla, am spune fara alte 
insemne sau culori specifice anului 1954, decat un rosu expresiv pentru caracterele titlului si 
numarului acesteia. Dupa „pagina de garda”, apare imediat pe a doua pagina, la fel ca si in 
alte cateva numere, sporadic, e drept, de pana la acesta, o poza maiestuoasa a tovarasului I. V. 
Stalin, cu o carte, evident, in rnana, marcand probabil principala ocupatie a inaltului 
conducator sovietic. Tinem sa precizam ca Stalin murise in 5 martie 1953, el fiind inca 
deplans si in anul despre care discutam, dar si in altii cativa care vor urma. 

Mentionand inca de la inceput ca prin articolul nostru ne referim doar la ceea ce 
insemna publicare de texte poetice, vom face o scurta analiza a celor publicate in numarul 
aflat in discutie. In acelasi timp, dorim sa mentionam si faptul ca in citarea textelor propuse 
spre discutie am utilizat gralia actuala, si nu cea existenta la timpul avut in vedere. 

Respectiv, numarul 1 din Anul VI - Martie 1954 este deschis de un text structurat in 
15 strofe, inegale ca masura, semnat de N. Labis, (care debutase tot in „Iasul Nou”) cu titlul: 
Marsul celor puternici. Aparut in Anil de ucenicie, volum din 1953, acesta este un poem 
adresat celor care sunt „oameni mari si tari, Hi de rand ai tarii” 4 . Reproducem aici un fragment 
aflat spre finalul poemului: „(...) Sa nu ne plangem viafa ca-i scurta. /.../ Ne apropiem de 
nefiinfa / Cu pasi drepfi si fara sovairc, / Dar cu orice gand si orice fapt / Ne apropiem de 
nemurire!” - fragment care ne face sa credem ca autorul traieste un optimism sovaitor. 
Existand chiar si o analiza de tip proletcultist / comintemist, scrierea Martjul celor puternici a 
fost la acea vreme „rnfierata”, considerate a fi scrisa intr-un stil confuz din punct de vedere 
politic, nu esteticul era intotdeauna ocupatia celor „atenti” la publicatiile timpului, cu imagini 
ce aminteau de poeziile cu trimitere directa la crcatia „decadenfilor” Tudor Arghezi, Ion 
Barbu si Lucian Blaga. Este vorba despre articolul Cateva probleme ale creafiei tinerilor 
scriitori, avandu-i autori pe Stefan lures si §tefan Gheorghiu, articol aparut in cea mai 
vigilenta publicatie a timpului, „Scanteia”, nr. 2945 din 13 aprilie 1945, care apoi este reluat 
in „Tanarul scriitor” din mai 1954). 

Al doilea text in versuri aparut la pagina 6 a numarului in discutie este o traducere care 
apartine lui Gh. Scripca, dupa Dmitrii Gulia (Dmitry Gulia), intitulat Partidul : ,,Oricat natura, 
prin puterea-i poate/ sa naruiasca muntii seculari.../ De mii de ori Partidu-i mai putemic:/ el 
si-i rastoarna, si-I inalta tari!”, text care se inchide apoteotic, altfel nici nu s-ar fi putut: „Fara 
Partid, nici viata pe pamant.” - viitorul demonstrand totusi ca inca exista viata. Este un text 
tip oda, inchinata singurului for posibil existent al umanitatii care ar fi putut avea chiar si 
drept de viata sau de moarte asupra tuturor. Istoria ne-a aratat contrariul. De remarcat, insa 
este faptul ca Dmitry Gulia (1874 -1960) este scriitor de origine abhaza, considerat parintele 
literaturii abhaze; este cel care a creat alfabetul abhaz, pe baza celui chirilic. A scris poeme, 
povesti si romane, fiind si culegator de folclor si a intemeiat primul ziar abhaz, „Apsna”. 

In comparatie cu textul tradus de Gh. Scripca, despre care tocmai am amintit, 
urmatorul, care apartine lui N. Gribaciov (1910-1992), in traducerea lui Labis, reprezinta o 
picatura melodioasa de tip pastel in paginile almanahului iesean: „Ajunul de furtuna in 
Cuptor/ Umfland perdele nalte de frunzare/ Padurile-nspaimanta, vuitor/ Si valureste ierburi 
sunatoare. // Ca prin descantec pasarile tac,/ Peste prapastii vantul chin desteapta./ Zarea, 
jucand in panze de pojar/ Se-ntuneca, asculta si asteapta. // Iubirii tale-n fata-i sunt asemeni,/ 
Ma simt la fel de turburat, sub vant/ Ca iarba valurita ma intunesc/ Si ca padurea sub furtuna 


4 


,Iasul Nou”, nr.l, Anul VI-Martie, Iasi, 1954, pp. 3-5. 





551 


Iulian Boldea, Cornel Sigmirean (Editors) 

MULTICULTURAL REPRESENTATIONS. Literature and Discourse as Forms of Dialogue 
Arhipelag XXI Press, Tirgu Mures, 2016 
ISBN: 978-606-8624-16-7 
Section: Literature 


cant.//” 5 Azi, probabil, am numi discursul liric drept plictisitor sau lipsit de vreo valoare 
estetica, insa importanta era traducerea poetului sovietic, dincolo de valoarea literara sau de 
orice alta natura a textului. 

Poet, prozator si dramaturg roman, Dragos Vicol, colaborator la aproape toate 
revistele timpului: „Scrisul banatean”, „Tanarul scriitor”, „Scanteia tineretului”, „Iasul Nou”, 
„Iasul literar”, „Gazeta literara”, „Viata romaneasca”, „Steaua”, „Luceafarul”, „Familia”, 
„Contemporanul” etc. - este considerat, ca poet, „alterat”, dar doar incepand cu anii ’50 -’60, 
de imperativele directivelor specifice timpului, fara a reusi sa faca rabat de la caracterul 
proletcultist, dar cu o sensibila revenire dupa anii ’70 spre o lirica a unui „impecabil 
technician”, dupa cum ll vede si A. D. Rachieru, fara ca rnacar debutul sau sa fie unul tocmai 
de prost augur. Insa, timpul politic si cel real nu s-au suprapus probabil niciodata. In numarul 
revistei despre care discutam, publica textul intitulat Cuvantul poeziei : „Cuvant al poeziei/ te¬ 
am pus in capul rnesei/ si-n cinstea ta paharul ll ridicam acum!/ Ne-ai fost strain si iata/ ca 
pribegind prin vremuri/ ai oblicit spre inimi adevaratul drum.// (...) Cuvant al poeziei, 
neasemuit tovaras, ridica-ti glasul strunei, sa sune cu temei! De-or incerca o sama sa ni te fure 
iarasi te vom preface-n spada s-o implantam in ei!” 6 

N. Malin este urmatorul poet semnatar al versurilor din acest numar de revista, de fapt 
pseudonim al lui N. Labis, care apare cu un text foarte cunoscut noua astazi, Mesterul : 
„Me§ter valah, azi nume de fantana,/ Crescut din lutul ce 1-ai plamadit/ In sprintena zidire cu 
trei turle/ §i iie dantelata de granit,/ Din cantece pierdute pana astazi/ §i din puterea visului 
vanjos/ Ai inchegat, cu palme batucite,/ Minunea de la Arge§ mai in jos. (...)” 7 - evident, o 
oda inchinata creatorului, avand drept tema motivul jertfei pentru creafie, care aminteste de 
Legenda Monaslirea Argeptlui. Discutata si ca balada, este totusi de subliniat adresarea 
directa, invocatia retorica etc., elemente care fac din text o posibila ars poetica, pe care o 
consideram inca discutabila, nu din punct de vedere estetico-poetic, ci in privinta anumitor 
conotatii care amintesc de studiul perioadei in discutie. 

Gh. Scripca apare in acest numar autor al poeziei O veche cunostinta : „L-am cunoscut 
odata pe-nserat./ Se legana in drum printer named:/ Ciubote vechi - cu botul scalciat,/ Si 
haina bej, dar fara epoleti;/ Un zambet larg si palid - dat oricui,/ Cuvant mieros si lesene de 
acord.../ Motive c-a plecat din urbea lui?/ (...)” 8 Ce se poate observa la textul respectiv? O 
incercare de dramatizare a unei figuri banale de vechi lustragiu, care incita imaginatia poetica 
pe parcursul a doua pagini jumatate de revista literara. Amintim faptul ca formatul publicatiei 
era tip carte. 

In paginile Condeie noi apar doua nume, Corneliu Sturzu si Alexandru Plesca. Textele 
acestora fac trimitere doar catre literatura pentru copii. 

Primul, care avea peste ani sa devina redactor sef al revistei „Convorbiri literare”, 
continuare a „Iasului Nou” si ulterior a „Iasului literar”, publica in acest numar poezia 
Invatatorul meu, o juvenila potrivita unei serbari scolare, pe care o punem pe seama faptului 
ca mama viitorului poet era invatatoare (?) sau pe seama faptului ca unele contexte amintesc 
despre schimbarile in bine de care se bucurau copiii acelor ani, in comparatie cu cei din anii 
anteriori, respective ai razboiului. Mai exista si varianta conform careia se poate aprecia textul 
si ca un elogiu adus efectiv primului invatator: „Aceeasi larmuiala de altadata/ ma- 


5 Ibidem, pg. 8. 

6 Ibidem, pp. 22-23. 

7 Ibidem, pp. 24-25. 

8 Ibidem, pp.36-38. 





552 


Iulian Boldea, Cornel Sigmirean (Editors) 

MULTICULTURAL REPRESENTATIONS. Literature and Discourse as Forms of Dialogue 
Arhipelag XXI Press, Tirgu Mures, 2016 
ISBN: 978-606-8624-16-7 
Section: Literature 


ntampina din preajma scolii noi./ In vesnica harjoana-n curte salta/ cu ochii vii si-obrajii 
fragezi, moi,/ copiii.// (...)” 9 . Mentiunea facuta in dreptul numelui, aceea de „Membru al 
Cercului literar din Pascani” poate reprezenta un indiciu asupra atentiei pe care forurile inalte 
o atribuiau selectarii viitorilor autori din paginile revistelor literare, inregimentati inca de la 
inceputuri. Sau o a doua explicate ar mai putea II aceea ca existau bine intemeiate anumite 
structure, chiar cu denumirea de cercuri literare, care existau in flee arc zona a tarii, tocmai ca 
oportunitate oferita tinerilor pentru a-si allege o cale artistica in viata. Partidul avea si aceasta 
grija. 

Alexandru Plesca, la fel, „Membru al Cercului literar din Suceava”, apare in acest 
numar al revistei cu doua texte poetice, anume: Cum s-a facut palatul din padure si, al doilea, 
Despre un licurici - titluri care due, fireste, in zona versurilor pentru copii: „Uite-asa aproape 
cu nimica/ S-a facut palatal din padure/ Mai cu lut, mai cate c-o surcica/ (.. ,)” 10 . 

Se mai cere facuta precizarea ca ultimele opt pagini ale ultimului numar din „Iasul 
Nou”, notat cu 1 Anul VI -Martie 1954, cuprind Miscellanea, rubrica ce va fi prezenta si in 
paginile viitoare ale revistei cu titlu schimbat, in care sunt prezente note critice si cu privire la 
poezia publicata in alte reviste ale timpului, cum ar fi: „Contemporanul”, „Viata 
Romineasca”, „Almanahul literar” din alte serii ale altor ani - aici, sub semnatura lui 
Constantin Ciopraga. 

Fara a anunta vreo schimbare catre cititori, fara a se sti daca acesta mai apare, dupa 
cum consemneaza L. Dumbrava, in luna august a aceluiasi an 1954 apare la Iasi noul titlu de 
revista literara „Iasul literar” - Revista a Uniunii Scriitorilor din R.P.R. Filiala Iasi. Probabil 
criticile din „Contemporanul” ajung a fi ascultate, precum ca: „(...) atitudinii combative ii 
luase locul un spirit de practicism ingust, de multumirc de sine” * 11 . Chiar din 1951, mai exact 
cu nr.227 din 9 februarie al revistei „Contemporanul”, se poarta discufii cu referire la faptul 
ca redaefia care se ocupa de Almanahul iescan amintit mai inainte percepe eronat modul in 
care trebuie privit ,,principiul criticii §i autocriticii ca metoda de lucru. Mai mult chiar: ca in 
redaefia Iasului Nou s-a cuibarit un spirit de ostilitate fafa de acest principiu al muncii (...) ca 
munca in redac(ia Ia§ului Nou se duce la un nivel politico-ideologic foarte scazut (...)” 12 . 

Probabil ca cel mai important moment al publicatiei in discutie ramane cel care 
marcheaza debutul lui Nicolae Labis, prin publicarea versurilor, avand titlul Fii darz §i lupta, 
Nicolae!, numarul din 1 decembrie 1950. 

„Iasul literar”, revista a Uniunii Scriitorilor din R.P.R., apare la Ia§i, incepand cu luna 
august 1954, pana in luna aprilie 1969. Publicafia lunara continua „Iasul Nou” care si-a 
derulat existenfa din mai 1950, pana in martie 1954, conform I. Hangiu. Tot el am in teste de 
urmatorii colaboratori ai primului numar din 1954: Nicolae Labis, Otilia Cazimir, Andi 
Andrics, AL Dima, D. Corbea, Gh. Margarit, C. Ciopraga. 

Primul numar al revistei prezinta in Cuvant inainte un elogiu adus vechiului Almanah 
„Iasul Nou”, care i§i incetase aparifia, subliniindu-se faptul ca acesta „are meritul de a fi 
promovat scriitori tineri care s-au afirmat prin lucrari valoroase in literatura.” 13 

Insa, in acela§i Cuvant inainte, va exista si o critica fata de ceea ce nu a reu§it sa faca 
vechiul colectiv de redaefie care, „(...) insuficient orientat politic §i ideologic, a ocrotit 


9 Ibidem, pp. 51-53. 

10 Ibidem, pp.54-55. 

11 Ion Hangiu, Presa romaneasca de la inceputuri pina in prezent. Dicfionar cronologic 1790-2007, volumul III 1945-1989, 
Comunicare.ro, Bucure§ti, 2008, p. 118. 

12 Lucian Dumbrava, op.cit., pp. 55-59. 

13 Ion Hangiu, Op. cit., pp. 203-204. 
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manifestari straine de spiritul partinic, de care trebuie sa fie adanc patrunsa literatura noastra 
noua. Prin publicarea unor versuri cu vadite rcmincsccntc formaliste, cu un pro nun (at caracter 
idilic sau apolitic, precum §i a unor bucafi de proza care dadeau o imagine falsa realitafi i, 
sectorul de poezie §i proza al almanahului s-a indepartat de temele pricipale ale actual itap i. 
(...) noua revista ,,Iasul literar” se angajeaza sa fie o tribuna adevarata, pusa in slujba maselor 
largi de cititori, constructed ai socialismului in patria noastra si ncclintip aparatori ai pacii. 
(...) Scriitorii nostri au neasemuita fericire de a trai §i a cunoa§te o epoca fara precedent in 
istoria omenirii, epoca biruintelor socialismului, (...). Avern datoria sfanta de a fi la inaltimca 
acestei epoci, de a crea opere realist-socialiste.” 14 

Nu stirn daca era sau previzibil, insa Numarul 1 al revistei „Iasul literar” avea sa 
cuprinda o relativ slaba selectie a textelor, daca ar fi sa ne orientam dupa paginile de poezie, 
asa cum ne-am propus inca de la inceput. 

Prima pagina cuprinde semnatura lui N. Labis, insa se noteaza ca versurile de acum 
reprezinta „mostre de chin la comanda” 15 , asa cum reiese din lectura textelor intitulate In ziua 
neuitata si Dupa zece ani: „Nu stiam de ce nu-si mai tinteste/ Ochii pe drumul dinspre targ si 
Bosanci,/ De ce-a uitat sa-mpleteasca ciorapi pentru tata,/ Ca sa-i aiba pe front tnoi si calzi, in 
bocanci/ (...) Mi s-a umplut privirea de cicluri de istorii/ Cernute-n zece toamne cu frunza de 
ciresi./ Prieteni, am vazut trecand milenii/ Milenii compresate-n zece ani intensi.” 16 Totusi, 
poezia este, in privinta lui Labis, chiar si la comanda, sugestiva pentru a intelege ce anume ar 
fi vrut sa transmits. 

Otilia Cazimir, in ordinea publicarii in pritnul numar al „Iasului literar”, respective 
paginile 8-10, repeta povestea cea cu un motan, acum fund cu un dulau, dupa cum singura 
marturiseste intr-o nota de subsol: O poveste c-un dulau („Un catel de cauciuc/ Mititel cat un 
papuc ...)”, evident adresata copiilor. 

Andi Andries, publica un Sfat in doi si Urcus, dintre care cel de-al doilea aduce cu un 
crez poetic: „Cand urci catre naltele piscuri/cand stavile-n cale rasar,/ cand corbii cu glas 
fimerar/ lovesc imprejuru-ti din pliscuri (,..)” 17 , finalizat insa intr-o nota aproape 
tovaraseasca. 

O alta publicare este cea a Sandei Ghinea-Prisacaru cu al sau text Ziua mea si-a tdrii 
mele, care se intinde pe nu mai putin de patru pagini pline, evident din cauza temei selectate: 
„Venise intr-o zi de dimineata/ C-un cantec sasaind prin strungareata. (...) E doua-si-trei 
August, nu-i orice zi. (...)” 18 - caz in care te intrebi daca oare chiar nu mai existau condeie in 
tara noastra. 

Ion Istrati traduce din Liubomir (predestinat) Dmiterco, text poetic, evident, cu titlul 
Partidului: „Rapsozii lumii noastre, cu grai slavit din lire, / Numi-tu-te-au rau falnic toti, fara 
osebire, (...)”- fara a fi necesar sa continuam. 

H. Gramescu traduce din Pavel Antokolski De straja pacii : „Acesta este gloriosul 
drum:/ ostasul sovietic pana-acum 1-a strabatut in sunete de goarna/ Din portile Palatului de 
iarna. (..,)” 19 . 

Exista publicati si poeti straini, precum cehul Jiri Wolker (a se vedea la pagina 25, in 
traducerea lui D. Vicol si St. Siklody, precum - punct culminant al aparitiei revuistice a acelui 


14 Ibidem. 

15 L. Dumbrava, op.cit., pp. 112-113. 

16 „Iasul Nou”, nr.l, Anul VI-Martie, Iasi, 1954, pp. 5-8. 

17 Ibidem, pg. 11. 

18 Ibidem. 

19 Ibidem, pp. 23-24. 
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an - Pablo Neruda, in traducerea deloc intamplatoare a lui G. Margarit (traducator important 
de limba franceza in acei ani, reprezentand chiar si noutate pentru un timp cand se traduce 
doar din literatura sovietica): „Cand anotimpii-s/ prinsi in incordare,/ pe sub pamant,/ s-aude 
cum tin sfat/ radacinele, seva,/ semintele/ focul/ si apa,/ cu toate tin sa se-mpodobeasca/ (...)” 
- Revina-mi tu, gradina a Frantei! - un poem publicat pe sase pagini, in conditiile in care 
revista numara 163 de pagini, fata de „Iasul Nou” care avea, cel putin in ultimul numar, 104 
pagini, tot in format de carte. 

Sunt de asemeni, publicati in traducere poetii polonezi, maghiari (Wladislaw 
Bronievshi si Bodnar Eva) cu texte proletcultiste, in traducerea acelorasi D. Vicol si St. 
Siklody. 

Apar publicati si in acest Numar 1 al revistei cu noua denumire de „Iasul literar”, ca 
tineri membri ai cenaclurilor din zona Moldovei: Radu Romascanu (Roman), Mihai 
Munteanu (Dorohoi), Maria Paraipan (Cercul studentesc „M. Eminescu”, Iasi), E. 
Agrigoroaiei (acelasi cere din Iasi) - fiecare avand cate un text de factura proletcultista cu 
tenta sovietica bine subliniata. Se continua cu atmosfera apasatoare care stapanea lumea 
literara, nu doar a Iasului, chiar si la peste un an de la moartea lui Stalin. 

„Cum era de asteptat, anul 1954 - cel de-al zecelea an de imixtiune si prestatie 
ideologica in sfera esteticului - are o pronuntata orientare bilantier-festivista. Sub toate 
compartimentele literaturii se trage linie si se aduna. Presa literara si de partid contabilizeaza 
succesele nu numai pe orizontala (poezie, proza, dramaturgic, scenariu cinematografic) ci si 
pe vertical, dezvaluind cresterile realist-socialiste ale cutarui sau cutarui autor. Indiferent de 
natura analizei, noua calitate literara este pusa pe seama factorului politic indrumator, recte 
asimilarea justa a invataturii marxist-leniniste si in seama misiunii si a fortei transformatoare a 
noii literaturi, adica transmiterea eficienta a ideologicului prin imaginea literara - devenita 
instrument, canal, parghie nu atat a constiintei artistice, cat a celei politice. (...)” 20 

„Iasul literar” avea sa reziste cu acest nume timp de 16 ani. Un record, am spune 
azi, in materie de schimbare a titlului, doar, al unei publicatii, fara a-i schimba si profilul sau 
statutul sau locul aparitiei. Nu se punea problema pe atunci la a se putea gandi cineva astfel. 
Directivele plecau de sus si ajnungeau, unde altundeva, daca nu exact in redactiile si 
tipograllile din tara. Dar de ce aceste schimbari ce pareau invaluiri ale mintii cititorilor, de ce 
aceste meander, care erau de altfel, bine calculate? Cu ce scop? 

Legat de schimbarile acestea a titlurilor publicistice, va urma o vreme in care publicapile 
postbelice icsenc, ca multe alte tiparituri, de acum, nici nu vor mai fi numite „reviste”, 
repezentand doar pagini care i§i schimbau periodic titlul dar urmau o aceeasi traiectorie. Daca 
ar fi sa privim cu ochii de astazi, am gandi poate altfel. Semnificatia pe care o are astazi un 
titlu, mai ales daca ne referim la unul din lumea culturala, este o ,,proprietate” a celor care i- 
au dat nume. In acelasi timp, un anumit titlu i|i poate aduce notorietate §i, la fel, prin titlu, pop 
cunoaste o filiera, tot culturala, in cazul nostru, careia te poti sau nu afilia. 

Comunistilor nu li s-a parut important sa respecte vreunul dintre criteriile amintite mai 
sus. Dar li s-a parut „onest” sa se asigure ca titlul revistelor, instrument de manipulare a 
opiniei publice in conceptia lor, au un titlu sonor. Sau, daca trebuia distrus ceva, atunci in 
primul rand erau cultura si tradipa, specificul. Ideea era ca revistele sau ziarele care plecau 
catre cititori in primii ani postbelici, respectiv primii ani ai comunismului, sa poarte numele 
ori al unor vechi publicatii, cum era cazul Contemporanului, ori sa primeasca nume noi, 


20 Ana Selejan, Literatura in totalitarism (Anul 1954), Sibiu, Fundatia culturala FRONDE, 1996, pg. 7. 
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necunoscute, pentru a capta atcnpa. Astfel, „Iasul literar” va deveni „Convorbiri literare”, a§a 
cum „Vatra” - de exemplu, nu putea decat sa apartina Ardealului. 
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THE LANGUAGE AND ITS ROLE IN CREATING MAGICAL 
REALITIES IN FANUS NEAGU'S SHORT STORIES 


Violeta Marinescu 
PhD Student, Romanian Academy 


Abstract'.In our paper, we will analyze how Fanu§ Neagu manages to create authentic worlds and 
characters as so as they appear in different short stories. By special images the writer creates realities 
and their similar transcendence as the magic realism is. We will discuss, therefore, how that language 
creates original metaphorical worlds for readers and concrete worlds for characters. We will cdso tcdk 
about what Tudor Vianu called "the dual intent of language" with its functions, transitive and 
reflexive, and their links with magical realism, which has two types of worlds, the real universe and its 
continuation, because of creative imagination, imaginary and mythical universe. 

Keywords: metaphor, Farms Neagu, short story, magical realism, language 


Fanus Neagu reuseste sa creeze lumi si personaje autentice, asa cum apar ele in diferite 
povestiri. Prin imagini inedite scriitorul produce realitati si transcenderi ale acestora in 
maniera asemanatoare realismului magic. Vom discuta, asadar, despre modul original prin 
care limbajul creeaza lumi metaforice pentru cititori si concrete pentru personaje. De 
asemenea, vom vorbi despre ceea ce Tudor Vianu numea „dubla intentie a limbajului”, cu 
fimctiile sale tranzitiva si reflexiva, si legaturile acestora cu realismului magic prin care se 
prezinta doua tipuri de lumi, universul real si continuarea lui ca rezultat al imaginatiei 
creatoare, univers imaginar, mitic. 1 

Luand in considerare si apreciind modalitatile prin care realismul nu este decat o copie 
a vietii, adica ceea ce Aristotel numea mimesis , ci copie a altei realitati, realitatea simbolica, 
populara, metaforica uneori, ramane sa observam ce fel de „realitati” exista in proza scurta 
fanusiana. Calitatea principals a operelor literare a filiate realismului magic este tocmai 
greutatea de a observa elementul surpriza, fie el o continuare a realitatii sau o ruptura a ei. 
Naratiunea devine din ce in ce mai greu de urmarit, personajele greu de analizat, evenimentele 
intrerupandu-si succesiunea fireasca, facandu-se adesea trimiteri la mit, la simbol, credinte 
religioase, vis, superstitii populare, greu descifrate si interpretate de un lector nespecializat, 


1 Despre literature privita ca o inversiune a mitului si povestirea creatoare si recreatoare de mit a scris Mihai Coman in cartea 
sa Mitos p epos. Studii asupra transformcirilor narative, Bucuresti, Editura Cartea Romaneasca, 1985. Aici, autorul vorbeste, 
printre altele, despre arhitectura povestirii: text, subtext si context, despre temele comune si inversiunile narative in folclorul 
romanesc, despre gandirea moderna si utopia mitologica, elemente pe care le-am studiat si despre care vom discuta in viitor, 
lucrarea de fata nepermitandu-ne o incursiune prea dezvoltata, altfel riscam sa ne abatem de la subiect. Vom merge, asadar, 
doar pe ideea de miraculos ca parte a realului, miraculos creat prin imagini, prin metafore, prin limbaj. 
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neinitiat. Ne vom opri, asadar, asupra unei povestiri in care toate aceste elemente ale 
realismului magic exista, dar nu au fost observate si discutate pana acum. 

Realismul magic apare in literatura la inceputul secolului al XX-lea desfasurandu-se 
odata cu nevoia de miraculos a oamenilor in societatea contemporana, iesirea din cotidian, 
incursiunea in mit, traditii, superstitii, o fructificare a imaginatiei creatoare. 

Una dintre naratiunile care ne-au atras atentia este Pe Ceair, 2 a treia povestire din 
volumul Povestiri din drumul Brailei. Titlul face referire la un toponim, 3 o campie din zona 
Dobrogei, „o pasune” in apropierea Brailei. Ceairul este descris de la inceput ca fiind un loc 
magic: „Puzderie de flori descompuneau lumina soarelui de vara fara s-o ultragieze, ci 
purificand-o in nuantele a toate cristalele culorilor ce invelesc inima, si, calcand prin roua lor, 
milioane de carabusi, roiuri de libelule si cosasi, zumzaiau, sfaraiau, forfoteau si se imbatau 
de misterul vietii si magnificenta miresmelor impanzind cu vraja-n desfatare intinderile fara 
hotar.” Adesea sunt intalnite in scrierile lui Fanus Neagu descrieri de acest fel, autorul reusind 
sa prezinte locuri, fiinte, obiecte reale intr-o maniera aparte, oferindu-le conotatii magice. 

Textul poate fi interpretat in sensul sau tranzitiv, o povestire ca oricare, parcurgand 
firul epic in simplitatea sa, pentru ca evenimentele nu sunt atat de spectaculoase, personajele 
nu sunt iesite din cotidian, nu dainuie, actiunile lor nu sunt nemaipomenite ca la Mircea 
Eliade, Vasile Voiculescu sau chiar Stefan Banulescu. La Fanus Neagu limbajul este de efect, 
limbajul naratorului creeaza situatiile inexplicabile. Incursiunea in mit, recurgerea la 
superstitii, toate obiceiurile „locului” conduc spre acel „altceva”, spre o alta lume. In 
conceptia lui Tudor Vianu „limbajul este animat de doua intentii: una reflexiva si alta 
tranzitiva. In limbaj se reflecta omul care il produce si prin limbaj sunt atinsi toti oamenii care 
il cunosc. Aceste doua intentii care, desi raman mai tot timpul solidare, sunt diferite in spiritul 
si directia lor. (...) Cine vorbeste comunica si se comunica. In limbaj se elibereaza o stare 
sufleteasca individuals si se organizeaza un raport social.” 4 

E nevoie aici doar de un cuvant situat unde trebuie ca cititorul sa fie pus in incurcatura 
de a recunoaste adevaratul sens al propozitiei, al frazei, al textului in intregime. In scrierile 
sale, autorul brailean iubeste utilizarea metaforei. Este omniprezent jocul de-a cuvintele, idei 
mestesugite, atent selectate, imbinate in asa fel incat sa creeze nemaiintalnitul. 

Daca ar If sa redam pe scurt actiunea intregii povestiri, vom observa simplitatea ei, 
insa nu actiunea, succesiunea evenimentelor, momentele ei, nu firul epic dovedeste 
autenticitatea constructiei narative, ci mijloacele prin care scriitorul da valoare ficcarui 
cuvant, iar acest lucru este posibil prin utilizarea imaginilor artistice spectaculoase, prin 
utilizarea epitetelor in (iecarc descriere, prin implicarea metaforei in orice constructie. Toate 
reusind sa dea o suita de sensuri acelui text, cate un sens pentru llccarc cititor in parte. 

Pe Ceair timpul „plesneste de ganduri de fuga”, locul este un „culcus de mari provizii 
si injuraturi”, un preot vine in fiecare an de Sanziene si de Sfantul Hie sa le ofere manjilor „sa 
linga sare din palmele lui sfintite”, campia mirosind numai „a pelin si ape - invizibile balti, 
lacuri, rauri, Mari si Oceane pe care le strabate la nesfarsit, julindu-si coatele de coltii 
Destinului, o luntre cu un cal de lemn la prora”. Obiceiurile si sarbatorile populare, credintele 
si superstitiile sunt adesea prezente in textele fanusiene, fiind si aici. Aceste „sarbatori” ale 


2 Pentru citari vom folosi editia Fanus Neagu, Povestiri din drumul Brailei, Bucuresti, Editura Eminescu, 1989, p. 36-63. 

3 Conform Dictionarului limbii romane, Bucuresti, Editura Academiei Romane, Institutul de Lingvistica „Iorgu Iordan - Al. 
Rosetti”, 2010, Tomul 2: C, p. 250, ceair este un cuvant turcesc si semnifica numele unui loc, ses, campie nelucrata, loc de 
pasunat pentru cai. Cuvantul este utilizat doar in zona de E si S-E a tarii noastre. 

4 Radu Dragulescu, Stilistica generala fifunctionala, Sibiu, Editura Universitatii „Lucian Blaga”, 2000, p.47-48. 
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naturii sunt prilejuri in care se petrec lucruri neobisnuite. Campia este elementul principal, 
alaturi, bineinteles, de vegetatia ei. 

Spatiul campiei este descris ca loc magic pe care fiinte legendare hoinaresc si se petrec 
minuni: „Cand Fata Morgana ia cu pantahuza naluciri din marginea Dunarii ca sa le tarasca 
intr-acolo unde orizontul nici macar nu da semne sa se inchege. Pe Ceair au fost vazuti magii 
umbland desculti, imediat dupa cositul ierbii, ca sa se patrunda, din talpi pana-n crestet, de 
sucuri proaspete, curate si pline de miracole, avand in vedere drumul spre Betleem. Aici 
plutesc, intr-o stare de complicitate si cu Dumnezeu si cu diavolul povesti de chihlimbar si 
povesti negre.” O fata a baut roua dintr-o orhidee neagra si s-a schimbat in libelula. Cine bea 
apa de la gura unui izvor „galgaind in ierburi” vede deschizandu-se „o rana in Dunare”. In 
noaptea de Craciun, in paharul de vin alb baut de o fata de maritat se bat „doi cocosi de miez 
de nuca”. 

Povestile care starnesc spaima traiesc in „varful spicelor si se faramiteaza cu fiecare 
scuturare a semintelor.” In acest tinut magic, Aurel Loznoveanu iese intr-un „asfintit de 
septembrie” la vanatoare de porumbei. Pentru personajul narator campia a insemnat 
intotdeauna un spatiu spectaculos: „Ori de cate ori am strabatut drumul asta am suferit o 
durere imposibil de descifrat. Doua sute de stanjeni de drum. Sub care ondula parea o energie 
josnica, dar la capatul lui pulsau pe o plita invizibila, incinsa de un foe purpuriu, intamplari 
luminoase (...). Eram pe acest drum al durerii, modul de exprimare al amintirilor; eram timid 
si razbunator (...), eram drumul real, dar si suprarealitatea lui.” Este confundat cu un hot de 
cai, prin urmare prins si judecat de o tanara, Calina, si de fratele ei, Serban (poreclit Chirpi), 
pe balta Ciulnita, la 55 km de Dunare. Tema hotilor de cai se regaseste destul de des in 
povestirile fanusiene. Calul 5 fiind legatura dintre om si natura. Viata se scurge aici in goana 
cailor si-n bataia vantului. Tanara a venit odata cu vantul: „vantul, golan iesit din trestii sa-i 
ridice poalele rochiei, se schimba dintr-o data in eminenta, liindca-l vazui umflandu-i parul si 
ramanand acolo ca sa jaloneze o religie a fetelor respirand taina migratiilor. Oare sufletul ei 
incerca aceeasi mirabila dorinta de a pleca spre necunoscut ca si pasarile de pe sus?”. In 
schimb, in descrierea unei batrane timpul se impotmoleste, „incolacit, in ghiolurile misunand 
de lintita si lipitori din cosmarurile ei.” 

Drumul de la „Ceairul cailor albi” si pana la casa tinerilor parea incarcat de 
semnificatii. Natura intreaga ii comunica „vinovatului”. Adesea este descris aici pelinul si alte 
plante autohtone. 6 Conform Dictionarului de simboluri... 7 pelinul simbolizeaza amaraciunea, 
absenta dulcetii, durerea provocata de absenta. Drumul parcurs e o cale de initiere, fie ea 
initiere in viata sau moarte: „In dreapta, salcii aromate se rasfrangeau in apele scazute. 
Talharit de toamna, pelinu-si taiase beregata, duhnea ametitor. Stuful, revarsandu-se luxuriant 
intre ostroave, respira superstitii nedefinite.” In mersul lor, „sub seara, balta parea cuprinsa 
de-o vraja malefica. Ceva primejdios avea sa rasara din ape, din campiile cu lanuri de porumb 
si floarea soarelui, coapte.” Cuprins de magie, Loznoveanu le povesteste tinerilor cum 
intalnise aici, in luna iunie, „demonul verii”, o femeie frumoasa cu „doua umbre”. Istorisirea 


5 In cartea, George Cofbuc. Lumile limbajului, Sibiu, Editura Universitatii „Lucian Blaga” din Sibiu, 2016, Radu Dragulescu 
apare o inteqDretare inedita a calului, motiv prezent in poezia cosbuciana. 

6 Un studiu despre plante, istoria si simbolistica lor pe teritoriul tarii noastre, care poate fi consultat in acest sens, este 
Considerafu asupra unor lexeme daco-geto-trace de Constantin Dragulescu si Radu Dragulescu, Sibiu, Editura Universitatii 
„Lucian Blaga” din Sibiu, 2014. 

7 Jean Chevalier, Alain Gheerbrant, Dictioncir de simboluri. Mituri, vise, obiceiuri, gesturi, forme, figuri, culori, numere, Iasi, 
Editura Polirom, 2009, p. 706. 





559 


Iulian Boldea, Cornel Sigmirean (Editors) 

MULTICULTURAL REPRESENTATIONS. Literature and Discourse as Forms of Dialogue 
Arhipelag XXI Press, Tirgu Mures, 2016 
ISBN: 978-606-8624-16-7 
Section: Literature 


barbatului este fermecatoare, plina de expresivitate, bind, parca, relatata din perspectiva 
scriitorului insusi. 

Fanus Neagu reuseste sa le atribuie personajelor propriile-i cuvinte, fiecare dintre ele 
poarta amprenta limbajului creatorului lor. In acea noapte de iunie macii rosii si-au deschis 
potirele in lanurile date in parg: „macii arzand, seductie si narcoza, ma umpleau cu nesabuinta 
uitarii, cu spaima senina a unui chin netrait si dezlegarea unui timp al oracolelor.” Macii 
reuseau sa induca starea de vis, de iesire din realitate, chiar daca trupul lui se afla acolo, 
Loznoveanu se simtea intr-un fel de transa, purtat de rosul macilor infloriti in lan. Era cuprins 
de „o vrajeala fecunda” care punea stapanire pe el, „demonul zilei de vara, captiv si el intr-o 
cupa de mac si multiplicandu-se la nesfarsit in miile de potire de purpura. Demonul era 
femeie si era desculta, calcaiele-i jucau in picatura de iad negru de pe fimdul potirelor, pletele 
scaldate de roua-i bateau umerii fragezi si rochia, o petala ranita de vant, se incheia in 
douazeci de muguri. Demonul avea totdeauna doua umbre, chiar si in zi noroasa, una de 
barbat, alta de femeie...”. Calina, fata misterioasa, are si ea la un moment dat doua umbre. 

In cartea Structuri mitice in proza contemporana, Elena Abrudan vorbeste despre 
tema labirintului in care se simte pierdut eroul unei scrieri ce apartine realismului magic: 
„Lumea construita de om este un labirint care are un model: labirintul creat de om.” 8 Asadar, 
personajele sunt prinse intr-un fel de lume din care nu pot scapa. Neintelegerea lor le fac de 
multe ori sa ramana pierdute. In comunicarea acestora exista tot felul de distorsionari 9 , ele nu 
se inteleg unele pe celelalte, de aici reiese si „buimaceala” prezenta in proza autorului 
brailean. O alta tema prezenta e cea drumului, adesea intalnita in proza fanusiana, asa cum 
este la autorul admirat de Fanus Neagu, William Faulkner. Daca privim in de aproape, spre 
exemplu, povestirea Pe Ceair si povestirea Ursul , a scriitorului american, vom observa 
asemanarile. In ambele povestiri este vorba despre lumea sirnpla, naturala, fuga de realitatea 
contemporana, de tehnologii, industrie si alte schimbari bruste pentru care acesta nu a fost 
pregatit sau pur si sirnplu incearca sa le renege, ba chiar sa le condamne: „astfel lumea devine 
o metafora a existentei in care elementele componente au o multime de semnificatii. Spatiul 
acestei existence este alcatuit din toate spatiile posibile, iar timpul ei cuprinde o varietate de 
timpuri trecute si viitoare, incluse in prezentul etem.” 10 

Matinca Draghia, tatal tinerilor, isi da seama pe loc ca Aurel nu este hot de cai, ca nu 
face parte dintre cei care-1 voiau pe Oslo, calul lor. Tot batranul ii propune lui Aurel mana 
fiicei sale, Calina, iar barbatul accepta. Pe cer au aparut dintr-o data doua luni: Suind de pe 
balta Ciulnita, peste Ceairul cailor albi, vantul de toamna, atat de drag vanatorilor de 
porumbei, invartea numai doua palete. La rasarit - Luna noua intoarsa din negurile Moldovei; 
la apus - Luna plina. Se desfrunzeau arborii si nu jefuiau vantul, jecmaneau Lunele; plumbul 
apelor; pamant rapus; distante ingemanand neintelegerea.” Cerul este descris mereu in acest 
text. Chiar si atunci cand e tinut prizonier intr-o camera, naratorul observa elementele de 
afara, se simte atras de ele, natura intreaga pare sa-1 ademeneasca, simtindu-se cuprins de 
vraja: „Odaia (...) era luminata parelnic de razele soarelui topindu-se in sllntit. Prin fereastra 
prevazuta cu drugi de fier se vedea cerul de purpura, cu mari limanuri vinete, atarnand peste 
balta si peste lanurile de porumb. Dincolo de ele, pe drumul Hurtei, varfurile unui sir de plopi 
colectau sange zdruncinat. In asfintit, soarele se reevalua pe sine, cantarindu-si parca sansele 


s Elena Abrudan, Op. cit., p.79. 

9 Vom scrie mai multe in alte lucrari despre blocajele in comunicarea personajelor din proza scruta fanusiena, fund un subiect 
foarte interesant, utilizand materiale din studiul Distorsionari ale comunicarii. Cercetari de psiholingvistica de Alexandra 
Ciocirlan si Radu Dragulescu, Cluj-Napoca, Editura Casa cartii de Stiinta, 2013. 

10 Elena Abrudan, Op. cit., p.79. 
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ce le avea de-a mai rasari inca o data. Randunele si lastuni zburau prin fulgere de ei insisi 
iscate, smulgeau cu ciocul din panza vantului de seara partea cea mai dulce a miresmelor, 
selectand samanta zilei in destramare: un bob de negura, un bob de jaratic.” Draghia confirma 
faptul ca Loznoveanu a fost atras de vraja campiei pentru a deveni sotul tinerei fete: „de-aia 
te-am atras incoace, ca sa te insor cu Calina.” O batrana, Binda, le povesteste tuturor despre 
aurul si argintul tinut in Austria de un neamt, in posesia caruia Matinca Draghia spera sa intre 
prin intermediul copiilor. Cei doi soti il descopera pe tata in „tocitoare”, rnort, „cu talpile in 
grinda”, inainte de a afla in detaliu unde sa caute comoara. Draghia rnoare, protejandu-si fiul, 
in drumul sau dupa vin. Chirpi, speriat de cele intamplate, il fura pe Oslo si pleaca in lume. Pe 
cer a ramas acum doar luna mare, „luna mica pierise din nou.” iar „luna mare aluneca in 
porumburi si in mocirla de nori.” 

Dorinta dezlipirii de realitatea violenta aduce in literatura o scanteie care va reusi sa 
propulseze aceste idei, sa influenteze scrieri din toate colturile lumii. Realismul magic nu 
inseamna doar introducerea fantasticului, a miraculosului in lumea reala, ci acceptarea 
acestuia ca facand parte din ea: „Noua perspective asupra lumii cere si o noua maniera de 
reflectare a ei. Se schimba si se complied stilul operelor, mitul si fantasticul se intrepatrund cu 
realitatea, permitand o intercalare inedita a planurilor temporale si o mare varietatea 
perspectivei narative.” 11 In literatura lui Fanus Neagu apar de foarte multe ori referiri, si nu 
numai, ale unor sarbatori pagane, superstitii, intamplari miraculoase, personaje stranii, iar ele 
sunt prezentate ca facand parte din realitate, sunt acceptate printre cele „reale”. Scriitorul 
brailean a scris si publicat in perioada comunista fara sa adopte ca alti contemporani de-ai sai 
modelele socialiste. Asadar, acesta recurge la a scrie despre lumea campiei Dobrogene, despre 
oameni si locuri mai putin atinse de schimbarea socio-economica a timpului sau. Politica si 
istoria sunt lasate de-o parte, si scrierea devine intesata de metafore, pcrsonificari, epitete 
cromatice si metaforice, foarte multe imagini vizuale care alcatuiesc o suita de descrieri 
impecabile, referiri la religie si superstitii, la farmecul popular al campiei. 
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Abstract: Universal literature’s history> witnesses some parallels which are based on adopting 
previous cultural ideologies. Despite the interval of centuries between these literary trends, we intend 
to compare Romanticism with Renaissance, the main premise of this interference consisting of similar 
social yearnings. Our study demonstrates the existence of numerous similarities between Renaissance 
and Romanticism, starting from bourgeoisie’s mentality (the continuation of obtaining social and 
national liberties), then even Romanticism's ideology’ reproduces, - in an amplified variant - 
Humanism’s hypostases. In the conceptions about art also coincide the perfect correspondence 
between the form and content, the link with nature, historical preoccupation and the influence of 
Plato ’.v and Aristotle’s philosophies, even the two types of these literary trends are alike - belonging 
to the real and the ideal sphere. 

Keywords: literary trends, mentality, liberties, Humanism, conceptions about art 


Deoarece ideologiile curentelor literare reflects prefacerile social-economice ale 
perioadelor istorice, o prima premisa a interferentelor dintre Rena§tere si romantism o 
reprezinta clasa sociala a burgheziei, care evolueaza de pe pozitia de factor activ in societate, 
pana la cucerirea puterii politice, pentru obtinerea tuturor libertatilor fiintei umane. 

Rena§terea europeana, considerate o epoca istorica §i culturala, a inceput in Italia, 
odata cu aparitia burgheziei §i a relatiilor capitaliste, la mijlocul secolului al XlV-lea, §i a 
durat pana la sfarsitul secolului al XVI-lea. Dar etimologia termenului de „rena§tere” a facut 
un lung drum pana sa fie atribuit perioadei istorice respective. Din secolul al XV-lea, atat in 
Italia, cat si in Franta exista asocierea expresiilor rinascita, renaissance cu reintoarcerea la 
formele culturii antice, studiile clasice - „studiile adevarate”, rena§terea avand sensul derivat 
din cel mistic: „restaurare, reinflorire, impuls nou de viata” 1 . Abia in secolul XIX Rcnastcrca 
a primit intelesul actual, cand in 1855 istoricul francez Jules Michelet, intr-un capital La 
Renaissance din vol.VII al Istoriei Frantei, echivaland-o cu „descoperirea lumii, descoperirea 
omului”, „a facut astfel din Rena§tere o perioada istorica, distincta de evul mediu” 2 . Reunirea 
ambelor sensuri in 1860 de catre istoricul elvetian Jacob Burckhardt in lucrarea Cultura 
Rena^terii m Italia a reu§it sa defineasca esenta Rena§terii, caci „a explicat geneza Rcnastcrii 


1 (apud) Andrei Otetea, Renci^terea §i Reforma, Editura $tiintifica, Bucure?ti, 1968, p. 24. 

2 Ibidem, p. 23. 
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prin imbinarea geniului poporului italian cu spiritul antic”, aceasta ducand la „triumful 
individualismului” 3 . 

Daca din punct de vedere social, Rena§terea a fost dcclansata de aparitia burgheziei, 
progresul economic - cu efecte in dezvoltarea culturii §i invatamantului, va fi datorat formarii 
spiritului capitalist, conform mentalitatii aceleiasi clase care va promova „virtuti morale”, 
decretand superioritatea „prin munca, adica prin merit ” spre deosebire de cea feudala 
„justificata prin cucerire, violenta” 4 . 

Principalul resort al tuturor dezvoltarilor ulterioare il constituie insa motivul pentru 
care Rena§terea este in opozitie cu epoca anterioara a Evului Mediu, si anume revolta 
impotriva dogmatismului religios, cu afirmarea libertatii de gandire, a posibilitatii de 
cunoastcrc, acest spirit cercetator manifestandu-se in marile descoperiri geografice de la 
sfarsitul secolului al XV-lea si inceputul secolului XVI (Vasco da Gama - Oceanul Indian, 
Brazilia; Cristofor Columb - America; Amerigo Vespucci; Fernando de Magellan - Oceanul 
Pacific in prima calatorie in jurul pamantului), descoperiri ce au dus la dezvoltarea 
comertului, dar §i la risipirea iluziilor cosmogonice medievale. 5 

In plan politic, Renastcrca secolului al XVI-lea este epoca formarii statelor moderne - 
mari monarhii cu un profund spirit national (primele state nationale find Franta, Anglia si 
Spania), puterea absoluta, „de origine divina”, detinand-o regele 6 . 

Inspirata din mentalitatea burgheza a valorii umane intemeiata pe merit si nu pe 
ereditate, ideologia Rcnastcrii - umanismul - constituie chiar o sinteza a dcfinitiilor 
termenului „Rcnasterc”. Umanismul situand in centru omul, intelegerea sa „ca pe o fiinta a 
naturii” 7 , in primul rand este promovat individualismul: „aceasta sete nepotolita de a trai §i de 
a cunoastc, aceasta pasiune de cercetare §i de analiza, aspiratia catre libertate §i adevar, [...] 
optimismul” 8 . Ramane edidcatoarc in acest sens disertatia De hominis dignitate (1486) a 
importantului umanist italian Pico della Mirandola, precum si delinitia data de acesta omului 
modem ce se na§tea: „sa poti deveni, cu deplina libertate §i cinste, propriul sculptor §i poet al 
formei pe care ai vrea sa ti-o dai” 9 . Dar umanismul include §i semnilicatiile termenului 
humanitas, care va fi explicat in secolul al XlX-lea de catre invatatii germani - ca fiind 
accentul pus in Rena§tere pe studiul antichitatii clasice ( studia humanitatis), menita sa educe 
in spiritul paideii (instructiei) greccsti 10 . Rezultatul acestei educatii umaniste ce cuprindea 
arta, literatura, §tiinta, limbile greco-latine - este omul instruit multilateral, complet pregatit 
pentm viata, acumuland „expresia [...] desavarsita a culturii umane” 11 , idealul renascentist de 
uomo universale. 

Preferand dintre ganditorii greci pe Aristotel, marele poet italian Francesco Petrarca 
(1304-1374), animat de un puternic patriotism, se va orienta spre studiul culturii stramo§ilor 
romani, colectionand manuscrise vechi latine, indeosebi scrisori ale oratorului Cicero - din 
toate acestea extragand semnificatiile morale; pe langa faptul ca Petrarca a initiat 
fundamentarea educatiei umaniste pe studiul modelator al antichitatii, tot el a fost cel care prin 


3 (apud)Andrei Otetea, Op. cit., p. 24. 

4 Andrei Otetea, Op. cit., pp. 69-72. 

5 ibidem, pp. 83-105. 

6 ibidem, pp. 106-112. 

7 Tudor Vianu, Antichitatea fi Renafterea in Studii de literatura universala fi comparata, Editura Academiei, Bucure§ti, 
1963, p. 29. 

8 Andrei Otetea, Op. cit., pp. 37-38. 

9 (apud)Tudor Vianu, Op. cit., p.29. 

10 cf.The New Encyclopaedia Britannica, volume 20, Founded 1768, 15th Edition, Printed in U.S.A, 1994, p. 665. 

11 Andrei Otetea, Renafterea fi Reforma, Ed. cit., p. 180. 
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deviza „Ad fontes!” („Spre izvoare”) a impulsionat studiul istoriei 12 . Aceea§i conceptie 
aristotelica, de observare a naturii si sentimentelor, o aplica Petrarca §i in poezia ultimei sale 
perioade de creatie, in sonetele sale percepand iubirea ca realitate, incat „cu Petrarca, iubirea 
se coboara din nou pe pamant” 13 . La acest curent renascentist optimist §i realist va adera §i 
Giovanni Boccaccio. 

Pe de alta parte, va lua nastcrc prima Academie umanista de la Florenta, in Italia celei 
de a doua jumatati a secolului al XV-lea, cu adoptarea filosofiei lui Platon de catre principalii 
reprezentanti ai Academiei - Marsilio Ficino §i Pico della Mirandola, platonismul devenind 
„conceptia intelectualilor si artistilor” care „s-au orientat spre un estetism, care pretuia tot a§a 
de mult calitatea expresiei, ca si valoarea continutului” 14 . Filosofia Rena§terii se va divide 
intre aceasta principals directie platonica care a (Irma infinitatea resurselor sufletului si 
directia aristotelica cu a sa „credinta ca omul poate domina natura prin ratiune” 15 , aceasta din 
urma servind conceptiei §tiintifice, realiste despre natura si om 16 , aparuta ca urmare a 
eliberarii de sub tutela bisericii. Doar Pico della Mirandola incearca o sinteza filozofica 
antica, vazand „posibilitatea concilierii dintre Aristotel si Platon [...] el afirma principiul ca nu 
exista problema naturala sau divina in care cei doi filozofi sa nu coincida in esenta” 17 . Aceasta 
armonizare a filozofiilor lui Platon si Aristotel o regasim si in gandirea invatatului grec 
Gemistos Plethon, venit in secolul al XV-lea la Florenta, si care „sustinea ca, pentru 
cunoastcrca lucrurilor materiale, trebuie urmat Aristotel; pentru tot ce privcstc sufletul, 
«divinul Platon» e superior” 18 . 

Individualismul promovat de noua clasa a burgheziei putea astfel sa triumfe pe deplin 
prin aceste valorificari ale mo§tenirii spirituale antice, ceea ce a dus la identificarea Rcnastcrii 
cu „tendinta de a invia sufletul lumii vechi, adica de a-1 folosi ca pe o forta a lumii actuale” 19 . 

Odata cu acumularea de cuno§tinte din tezaurul antic, a inceput sa se dezvolte in 
Rcnasterc §i istoriogralla, bazata pe „simtul istoriei, adica al facultatii de a plasa evenimentele 
in conditiile in care s-au produs”, umani§tii italieni (influentati de Petrarca) cercetand istoria 
cu un pronuntat spirit critic, in scopul politic de a gasi in ea secretul unei guvernari stabile - 
„elementele cu valoare permanenta §i cu aplicatie la toate imprejurarile asemanatoare” 20 . 

In domeniul artei renascentiste, cu toate ca nu a existat interesul pentru teoretizari, 
disertatia lui Pico della Mirandola despre demnitatea umana, urmand teoriile platoniciene 
despre arta, suflet §i ideile Absolute, confera pentru prima data un statut privilegiat resurselor 
artistice umane, acestea fiind de sorginte divina. De asemenea, chiar daca indirect, s-a pastrat 
§i o marturie a conceptiei prevalentei fondului asupra formei artistice, prin cuvintele marelui 
pictor, sculptor si poet Michelangelo care „spunea ca nu exista idee pe care artistul sa n-o 
poata intruchipa in marmura. Sculptura poseda, dupa el, puterea magica de a desprinde din 
materie statuia latenta pe care intuitia a relevat-o artistului” 21 . Totodata, legatura cu natura 
devine esentiala in literatura si arta, filosofia aristotelica si platonica imprimand artistului 
tendinta de a exprima cat mai fidel realitatea, atat a lumii inconjuratoare, cat si pe cea a 


12 Ibidem, pp. 190-191. 

13 Ibidem, p. 190. 

14 Ibidem, p. 211. 

15 Ibidem, pp. 215-218. 

16 Ibidem, p. 215. 

17 Tudor Vianu, Antichitatea Renafterea in Studii de literatura universald §i comparata, Ed. cit., p. 27. 

18 Andrei Otetea, Op. cit., p. 217. 

19 Tudor Vianu, Op. cit., p. 14. 

20 Andrei Otetea, Op. cit., pp. 224-226. 

21 Andrei Otetea, Rena$terea artistica.Arhitectura $i sculptura in Rena^terea §i Reforma, Ed. cit., p. 313. 
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sufletului. Ca efect al opozitiei gandirii Rcnastcrii fata de dogmatismul medieval, 
sentimentele umane sunt descatusatc si creatiile artistice vor incepe sS prezinte cat mai fidel 
toate nuantele temei iubirii. 

MarcatS de aceastS directie sentimentalS, literatura Rcnastcrii, incepand cu cea 
italianS, va cultiva in prirnul rand poezia, si anume sonetul, cea mai gratioasS specie liricS 
avand ca temS principals idealizarea iubirii. TransmisS in Italia incS de la sfar§itul secolului al 
XHI-lea prin intermediul boemilor trubaduri medievali, influenta poeziei provensale de 
dragoste va fi performatS in spirit popular autohton in cadrul primei scoli de poezie italiana - 
11 dolce stil nuovo - §i astfel sonetul devine de la inceput emblema liricii italiene, prin creatiile 
lui Dante, Petrarca si Michelangelo 22 . Dintre toti soneti§tii italieni, Petrarca se va remarca prin 
bogStia temelor §i nuantelor, iar structura sonetului sSu va deveni model, definind stilul 
petrarchist. Sonetul se va extinde apoi in Spania, Anglia §i Franta, cu vizibile modificSri 
conferite de specificul spiritului national. AlSturi de poezie, filonul realist-satiric se va face 
simtit in Italia prin Decameronul lui Boccaccio, apoi in Rcnastcrea din Spania prin infiriparea 
romanului modern la Cervantes, pentru a culmina in Anglia datoritS dramaturgiei 
shake speariene. 23 

De§i s-a perpetuat in istoria culturii si a stiintei perceptia unei Rcnastcri realiste, care 
se delimiteazS de spiritul mistic al Evului Mediu, influenta platonicS §i mai ales neoplatonicS 
- „cunoastcrc prin extaz mistic” derivatS din idealismul platonic, la care s-au adSugat §i 
elemente din aristotelism §i alte filozofii antice grece§ti, esentiale fiind insS cele ale misticii 
orientale 24 - a generat, prin lucrSrile despre iubire si magie ale italienilor Marsilio Ficino, Pico 
della Mirandola si mai ales Giordano Bruno, conceptia coexistentei unei Rcnastcri fantastice, 
care „crease o intreagS dialectics a erosului [...] Credea cu tSrie in puterea fantasmelor, care se 
transmiteau de la aparatul fantastic al emitStorului la acela al receptorului. Credea de 
asemenea cS simtul intern era locul prin excelentS al manifestSrilor fortelor transnaturale - 
demonii si zeii” 25 . De asemenea, a§a cum s-a vehiculat, forme incipiente ale umanismului au 
preexistat alSturi de aceste elemente mistice medievale inainte de Rcnastcre, intr-un umanism 
medieval care „ar 11 pus in luminS valoarea persoanei umane §i n-ar fi condamnat opozitia 
dintre ratiune §i credintS” 26 (in prerenascentismul italian poate fi integrat Dante). 

Pe aceastS components fantasticS tSinuitS a Rcnastcrii, cat si pe contradictia dintre cele 
douS orientSri, pare a se fundamenta barocul, stil in arts §i perioadS din istoria literaturii, 
termen atribuit abia in secolul al XlX-lea de cStre J. Burckhardt perioadei de la inceputul 
secolului al XVII-lea care marca „decadenta Rcnastcrii superioare” 27 si care, pe langS unele 
caracteristici formale (emfazS, incSrcare a formei), se distinge in literaturS mai ales prin 
reluarea unor motive universale din conceptia despre lume: viata ca vis, viata ca teatru, 


22 Andrei Otetea, Inceputul literaturii culte in limba populara m Op. cit., pp. 186-187. 

23 Dictionar Enciclopedic Roman, vol.IV, Editura Politica, Bucure§ti, 1966, p. 95; Dictionar Enciclopedic, vol. VI, Editura 
Enciclopedica, Bucureijti, 2006, p. 99. 

24 Dictionar Enciclopedic Roman, vol.Ill, Editura Politica, Bucure§ti, 1965, p. 495; Dictionar Enciclopedic, vol. IV, Editura 
Enciclopedica, Bucure§ti, 2001, p. 572 - cu deosebirea ca aici nu este specificata originea orientals a misticii, care este 
denumita „teurgie §i magie rituala”. 

25 loan Petra Culianu, Eros $i magie in Rena$tere.l484, (editia a treia) trad, din lb.franceza de Dan Petrescu, Prefata Mircea 
Eliade, postfata Sorin Antohi, Editura Polirom, Ia§i, 2011, p. 242. 

26 Andrei Otetea, Op. cit., p. 180. 

27 Rene Wellek, Conceptul de baroc in cercetarea literara in Conceptele criticii, traducere de Rodica Tiniij, studiu 
introductiv de Sorin Alexandrescu, Editura Univers, Bucure§ti, 1970, p. 73. 
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vanitas vanitatum, precum si pesimismul sau panteismul - „un dualism al realismului §i 
idealismului” 28 . 

La distanta de secole de la Renastcrc, romantismul, situat intre sfar§itul secolului al 
XVIII-lea si jumatatea secolului al XlX-lea, chiar daca nu a fost considerat epoca istorica, 
ramane o veritabila epoca a culturii, strabatand literatura §i toate artele, aflata totu§i in stransa 
interdependent^ cu climatul social-politic, as a cum renumitul critic D. Popovici afinna: 
„Pentru ca romantismul sa devina un curent literar era nevoie de o anumita evolutie a 
societatii, care sa permita generalizarea unor anumite stari sentimentale” 29 . Chiar si opozitia 
sa la curentul literar anterior, clasicismul, aceasta revolta a sentimentului contra guvernarii 
despotice a ratiunii, se produce „ca o violenta dcscatusarc a sentimentului dupa marea 
incordare care a fost marea revolutie franceza” 30 . 

Termenul „romantism” beneficiaza de o controversata etimologie pana ce va detine 
sensul istorico-estetic, pornind din secolul al XVII-lea de la adjectivul „romantic” din lirnba 
engleza care desemna in mod peiorativ „neverosimilul”, accentuandu-§i apoi aceasta nuanta 
negativa in plin clasicism al secolului al XVIII-lea cand „romantic absurdities and incredible 
fictions” condamna chiar a§a-numitul „fruct al fanteziei dezordonate sau maladive” 31 . Ca sa 
ajunga la sensul final „folosit pentru a denumi o poezie noua care se opunea poeziei 
neoclasicismului, inspirindu-se §i luindu-si modelele din Evul Mediu si din Renastcrc” 32 , va 
trebui sa reuneasca sensuri de „ncobisnuit, pitoresc” conferite peisajelor, dar mai ales 
semnificatia din lirnba franceza atribuita de J. J. Rousseau in 1777 cuvantului „romantic” care 
„implica, in afara de particularitatea obiectiva a peisajului, §i repercusiunea sa sufleteasca, 
starea de reverie duioasa, de vag al imaginatiei” 33 . 

In plan social-politic, romantismul va fi conditional de continuarea idealurilor de 
obtinere a libertatilor de catre clasa sociala a burgheziei care, daca in Renastcrc cucerise 
drepturi economice, in secolul al XVIII-lea lupta pentru puterea politica §i libertati sociale §i 
nationale. O prima etapa a acestei evolutii social-politice o constituie revolutia burgheza din 
Franta din 1789, mi sc arc deschizatoare de drum care reu§ind sa duca la prabusirca 
feudalismului prin proclamarea republicii in 1792 - chiar daca marea burghezie o infrange in 
1795 §i instituie imperialismul - va influenta putemic constituirea romantismului, precum §i 
reluarea eforturilor de eliberare in secolul urmator, cand din nou burghezia castiga temporar 
puterea politica in Italia §i Franta in urma revolutiilor europene de la 1848 34 . 

Inainte de romantismul propriu-zis, a existat o faza premergatoare, preromantismul, 
aparut in a doua jumatate a secolului al XVIII-lea mai intai in Anglia (reprezentanti 
Wordsworth, Coleridge, Gray, Young), apoi in Germania (Goethe, Schiller, Herder) si Franta 
(Volney, J. J. Rousseau, Chateaubriand), faza care reune§te schitat particularitati ale 
curentului literar-artistic: atat vitalismul cuprins in revolta fata de oranduirea feudala, 


28 Ibidem, p. 111. 

29 D. Popovici, Romantismul romanesc, a 2-a editie, cuvant inainte de Tudor Vianu, prefata de Dan Simonescu, Editie 
ingrijita ?i note de Ioana Petrescu, Editura Albatros, Cluj-Napoca, 1972, p. 7. 

30 Ibidem, p. 5. 

31 Paul Cornea, Prodigioasa aventura a unui cuvant: „romantic" in Romantismul romanesc fi romantismul european, 
volumul Sesiunii §tiintifice nationale, Sibiu, 1969, coord. Al. Balaci, Al. Dima, editat de Societatea de $tiinte Filologice R. 
S. R., Bucure§ti, 1970, p. 27. 

32 Rene Wellek, Conceptul de romantism in istoria literard in Conceptele criticii, Ed. cit., p. 158. 

33 Paul Cornea, Prodigioasa aventura a unui cuvant:,, romantic ” in Ed. cit., pp. 27-29. 

34 Dictionar Enciclopedic Roman, vol.IV, Editura Politica, Bucure§ti, 1966, pp. 125-128; informatii mai sumare despre aceste 
revolutii in Dictionar Enciclopedic, vol. VI, Ed. cit., pp.119-121 - unde este schimbata denumirea revolutiei burgheze din 
Franta in revolutia franceza” , fara a mai fi accentuate ecourile acesteia asupra Europei secolului urmator. 
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nationalismul si inspiratia din literatura populara, cat si pesimismul (prin tema ruinelor, 
motivele zadamiciei, soartei schimbatoare) si tendinta de evadare din realitatea ostila 35 . 

In Germania, miscarca literara „Sturm und Drang” („Furtuna si Avant”) de la sfarsitul 
secolului al XVIII-lea, corespunzatoare preromantismului, s-a manifestat cu o forta deosebita 
impotriva clasicismului §i a vechii clase dominante. De aceea, se considera ca romantismul a 
inceput in Germania, dar §i ca acest romantism german s-a conturat mai deplin datorita 
atitudinii radicale a intelectualilor 36 . Intr-adevar, invatatii germani au impus pentru prima data 
conceptul de literatura romantica, prin contributia fratilor Schlegel care au definit-o (dupa 
cum spune Paul Cornea) ca fiind o „expresie spontana a instinctului divin din sufletul omului, 
refuzand conventiile §i imitarea sterilizanta a antichitatii” din perioada clasicista, intemeindu- 
se deci pe „mistica sensibilitatii descatu§ate” 37 . 

In privinta ideologiei, romantismul a constituit o reintoarcere spre Renastcrc, 
beneficiind in acest sens §i de teoretizarile care incepeau in secolul al XlX-lea asupra acestei 
epoci cultural-istorice, dar mai ales de traducerile germane din Shakespeare - „marele zugrav 
al istoriei §i al vcsnicclor patimi omcnesti, maestrul si modelul tuturor romanticilor” 38 . 
Profunzimea umana a gandirii shakespeariene captiveaza peste secole spiritul romantic, 
determinandu-1 pe Goethe sa afirme: „Daca cercetam, insa, piesele lui Shakespeare mai de 
aproape, ele contin mai putina actiune perceptibila prin simturi, cit, mai ales, cuvant 
spiritual” 39 . In consecinta, spiritul romantic sincronizandu-se cu cel renascentist, va reedita 
umanismul in ambele sale ipostaze, vadit amplificatc. De la elogierea resurselor creatoare in 
Renastcrc, individualismul, prin exacerbarea eului romantic va ajunge sa proclame puterea 
absoluta a geniului, dimensiunea metafizica a notiunii de „imaginatie artistica”, dimensiune 
prezenta inca din definirea literaturii romantice si pe care poetul englez Coleridge o numise 
„acea putere sintetica si magica” 40 . Omul complet renascentist se reflecta in enciclopedismul 
romanticilor, prin tendinta spre universalitate si prin aspiratia nelimitata catre origini, aspiratie 
manifestata nu doar in gandirea poetica, ci si in domeniul stiintclor, lingvistii gennani cautand 
originea limbilor indoeuropene prin cercetarea limbii sanscrite, deoarece „fortele inabu§ite ale 
sufletului cauta forte analoge §i rnodele in preistorie, in Orient, in evul rnediu §i, in fine, in 
India, precum §i in incon§tient §i in vise” 41 . 

Calatoriile gcogralicc, care servisera nevoii de cunoa§tere si afirmare in Renastcrc, 
sunt acum inlocuite de calatoriile in spirit, generate de setea umana de transcendent, pe care 
omul romantic - prin „idealismul magic”, o noua forma de neoplatonism - il regase§te in 
sinele sau aflat in comuniune cu Spiritul Universal, fenomen despre care poetul romantic 
german Novalis spunea: „Visam calatorii in univers: nu-i oare universul in noi? Adancimile 
spiritului nostru nu le cunoastcm. Drumul tainic duce inauntru. In noi sau nicaieri este 
vcsnicia cu lumile ei, trecutul si viitorul” 42 . Prin urmare, pe plan filozofic, romantismul va 


35 Dictionar Enciclopedic Roman, vol.III, Ed. cit., p. 850; sau in Dictionar Enciclopedic, vol. V, Editura Enciclopedica, 
Bucure§ti, 2004, p.497 - unde nu toti reprezentantii englezi sunt trecuti. 

36 Rene Wellek, Conceptul de romantism in istoria literara in Op. cit., pp. 173-174. 

37 (apud) Paul Cornea, Prodigioasa aventura a unui cuvant. romantic in Romantismul romdnesc $i romantismul european, Ed. 
cit., p. 29. 

38 Zoe Dumitrescu-Bu§ulenga, Sinteza de cultura romaneascd.Romcintismul romdnesc in Valori $i echivalente umanistice, 
Editura Eminescu, Bucure§ti, 1973, p. 93. 

39 {wp\i&)Shakespeare §i opera lui.Culegere de texte critice, cu o prefata de Tudor Vianu, Editura pentru Literatura 
Universala, Bucure§ti, 1964, p. 311. 

40 (apud)Matei Calinescu, Conceptul modern de poezie, cu un argument al autorului, postfata de Ion Bogdan Lefter, Editura 
Paralela 45, Pite§ti, 2009, p. 44. 

41 Rene Wellek, Conceptul de romantism in istoria literara in Op. cit., p. 172. 

42 (apud)Vasile \om,Aspecte ale comparatismului romdnesc, Ed. cit., p. 160. 
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reprezenta o reluare a filozofiilor Renastcrii, cea aristotelica - cu organicitatea naturii - dar 
mai ales cea neoplatonica care va deveni un punct de plecare pentru filosofia romantica 
germana, care „pune accentul pe totalitatea fortelor omului, nu numai pe ratiune, nu numai pe 
sentiment, ci mai degraba pe intuitie, [...] imaginatie. Este o reinviere a neoplatonismului, un 
panteism [...] care a ajuns sa identifice divinitatea cu lumea, sufletul cu trupul, subiectul cu 
obiectul” 43 . La acestea se vor adauga fdozofia idealista obiectiva despre natura a lui Schelling, 
idealismul subiectiv al lui Kant cu teoria imposibilitatii cunoastcrii obiective a spatiului §i 
timpului - spre a sustine evaziunea onirica §i magica a fiintei romantice din realul ostil, 
deoarece „Scriitorul romantic nu este satisfacut de realitatea obiectiva, el cauta sa dcpascasca 
aceasta realitate. Pentru satisfacerea cerintelor sale spirituale, artistul romantic e in cautarea 
unei patrii ideale, diferita de patria in care-si tese viata sa istorica” 44 Pe de alta parte, istoria 
va beneficia de contributia filozofilor germani Herder - care vede in evolutia istorica o 
diferentiere bazata pe spiritul national, identitatea specified a popoarelor - si Hegel, a carui 
lilozofie considera spiritul Absolut ca fiind la baza lumii, spirit existent in constiinta. insa 
odata cu filosofia pesimista a lui Arthur Schopenhauer, care se va manifesta asupra 
romantismului tarziu, gandirea romantica se va delimita de cea renascentista, apropiindu-se de 
cea baroca, prin raspandirea unui suflu pesimist, antirevolutionar, considerand contemplatia 
estetica si Nirvana - stingerea vointei de a trai, ca fiind solutiile salvarii de suferinta 
inevitabila produse de Vointa oarba ce guverneaza lumea si istoria. 

Conceptiile romantice despre arta, respectiv poezie, incep cu definirea ei „ca expresie 
a emotiei ”, a sentimentelor, asa cum afirma Herder intr-un eseu de lilozofie a limbajului: „atat 
limbajul originar, cit §i poezia sint concepute ca «expresie vie» [...], conforme cu o 
«logica a afectului»” 45 , pentru ca poetul-filozof Novalis sa investeasca conceptul cu 
dimensiuni metafizice: „Poezia este reprezentarea sufletului, a lumii celei mai launtrice in 
totalitatea ei” 46 . Se poate constata o reeditare a adeevarii formei la fondul de idei §i 
sentimente, conceptie sugerata de Michelangelo, dar avansand spre trepte superioare ale 
profunzimii. La aceasta se adauga „reflectarea realitatii in arta”, principiu continut in 
manifestul romantismului francez din prefata lui Victor Hugo la Cromwell 47 , de asemenea 
caracteristic Renastcrii ( al celei realiste), §i din nou Novalis confera acestuia semnificatii 
superioare, vadit legate de imaginatia geniului: „poezia este adevarul, pe care intelectul nu-1 
poate atinge: «Poezia este Realul absolut §i pur. Acesta este samburele filosofiei. Cu cit mai 
poetic, cu atit mai adevarat»” 48 . De asemenea, din perspectiva poeticii romantice, creatia 
artistica este caracterizata de spontaneitate, avand drept surse ale inspiratiei deopotriva 
fantezia §i observatia 49 (in antiteza idealul si realul), dar si de originalitatea generata de 
constiinta de sine a geniului - alaturi de sentiment, fantezie, aceasta originalitate definind 
romantismul ca opozitie la clasicism, ca fiind: „triumful valorilor locale asupra valorilor 
clasice universale, triumful valorilor relative §i individual asupra valorilor generale ale 
clasicismului” 50 . Caci a§a cum influenta Antichitatii fusese performata intr-o cultura 


43 Rene Wellek, Op. cit., p. 172. 

44 D. Popovici. Romantismul romanesc, Ed. cit., p. 6. 

45 (apud)Matei Calinescu, Conceptul modern de poezie, Ed. cit., p. 28. 

46 (apud)Matei Calinescu, Op. cit., p. 33. 

47 Al. Dima, Romantismul european in trdsdturile lui dominante in Romantismul romanesc $i romantismul european, Ed. 
cit., p. 23. 

48 (apud)Matei Calinescu, Op. cit., p. 40. 

49 Paul Cornea, Originile romantismului romanesc, Editia a II-a, Editura Cartea Romaneasca, Bucure§ti, 2008, p. 11. 

50 D. Popovici, Romantismul romanesc, Ed. cit., p. 5. 
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renascentista specified fiecarei natiuni, Renastcrca insufla si ea, prin forta individualismului, 
incredere in geniul national. 

Printre temele romantice, iubirea si natura, pomind de la neoplatonismul renascentist 
§i de la credinta in magie a Rena§terii fantastice, sunt imbogatite de speranta romantica a unei 
comuniuni absolute, a unei cunoastcri absolute, prin vis: instrument magic al cuceririi [...] 
Naturii” 51 . Ajungem astfel la motivul visului, un teritoriu specific romantic (chiar daca 
prezent §i in Renastcrca fantastica sau baroc) §i aceasta specificitate se rccunoastc prin 
atitudinea spiritului romantic fata de vis (reflectata in idealismul magic), a§a cum spunea 
Albert Beguin: „va cauta in imagini [...] drumul care sa-1 duca in acele tinuturi necunoscute 
ale sufletului, [...] pentru a gasi aici secretul a tot ceea ce, in timp si spatiu, ne prclungestc 
dincolo de noi insinc” 52 . Posibilitate de evadare din real, modalitate din nou specified 
romantica, visul alimenteaza aspiratiile metafizice - fund „revelarea esentei insasi a 
omului” 53 prin care recupereaza unitatea primordiala, spre care tinde §i erosul, comunicand cu 
Sufletul Universal. Alta functie a visului il situeaza, prin intermediul reeditarii unitatii 
pierdute, in stransa legatura cu imaginatia creatoare, „izvorul artei” fund „ochiul spiritului” 
gasit in vis: „Visul [...] activitatea con§tiintei in sufletul reintors in sfera Inconsticntului” 54 . 
Dorul dupa acele teritorii transcedentale, de neatins decat prin magia visului §i 
Inconsticntului, aduce implicit in creatia romantica atractia pentru regimul nocturn al 
imaginii, noaptea fund „pentru romantic, ca §i pentru mistic, [...] acea imparatie a absolutului 
la care nu ajungi decat inlaturand toate datele lumii simturilor” 55 . 

Ca expresie a sentimentului, la fel ca Renastcrca, literatura romantica fost dominata de 
cultivarea genului liric, §i in acest sens are loc o readucere in atentia sensibilitatii creatorilor 
sonetul, care, aproape disparut in clasicismul dominatiei ratiunii, este trecut prin filtrul 
Absolutului romantic in Anglia (la poeti ca Wordsworth, Keats, Browning) §i Romania 
(Eminescu imprimandu-i nostalgia si speranta dorului mioritic) sau prefigurand chiar 
simbolismul in Franta, prin Corespondentele lui Baudelaire. Alaturi de poezia lirica, 
romantismul duce la dezvoltarea genurilor §i speciilor istorice, romanul si drama istorica - 
fiind caracterizate prin antitezele romantice in constructia personajelor, eroul complex 
(titanic) §i tensiunea actiunii - dar §i poemul istoric, cosmogonic sau sociogonic ( putem 
aminti Victor Hugo cu Legenda secolelor, Anatolida lui Ion Heliade Radulescu, Scrisoarea 
III, Memento mori dintre creatiile lui Eminescu). Istoriei, care in Rcnastcrc constituia obiect 
de cercetare in spirit critic, i se cauta acum sensul, cu aportul filozofiei romantice. Pe langa 
toate aceste genuri literare, se impune categoria fantasticului romantic (cu feericul, oniricul, 
halucinantul), alimentat din predilectia pentru magie, vis §i aspiratie catre Absolut si fiind „ca 
zona a refugiului, necesar acelei inadaptabilitati socotite constitutive pentru atitudinea 
personajului romantic” 56 . 

Asemenea delimitarii celor doua curente renascentiste, romantismul a cunoscut doua 
tipuri, fundamentate pe directiile principale ale romantismului german §i ilustrand doua 
trasaturi definitorii ale romantismului german - ca urmare a opozitiei fata de clasicism 
„individualismul ” (prin cultivarea temelor iubirii, naturii §i fantasticului) §i raspunzand 


51 Albert Beguin, Sufletul romantic fi visul, Traducere ?i prefata D. Jepeneag, Editura Univers, Bucure§ti, 1970, p.25. 

52 Ibidem, p. 18. 

53 Ibidem, p. 135. 

54 Ibidem, pp. 175-191. 

55 Albert Beguin, Op. cit, p. 525. 

56 Vera Calin, Fantastical romantic in Romantismul romanesc $i romantismul european, Ed. cit., p. 58. 
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idealurilor social-politice „istorismul” (cu toate genurile §i speciile folclorice §i istorice) 57 . 
Gruparile ce au impus aceste orientari au fost fondate in doua etape consecutive: prima la Jena 
(1796-1805), reprezentantii sai Novalis si Ludwig Tieck avandu-i drept mentori pe 
teoreticienii romantismului - fratii Friedrich §i August Wilhelm Schlegel, datorita carora 
„Shakespeare intra in cultura europeana si tot prin ei renasc in consliinta literara lirica 
romanica si lirica orientala” ; a doua se constituie mai tarziu la Heidelberg, pe langa fratii 
Grimm 58 , sustinuta §i de contributiile filozofice ale lui Herder §i Hegel. Datorita general- 
umanului exprimat de primul tip §i a specificului autohton imprimat de cel de-al doilea - le 
putem numi romantism universal si romantism national, avand reprezentari in arealul 
idealului si al realului. Dar romantismul a continuat sa suscite interesul cercetatorilor, care au 
recurs la diferite incadrari tipologice si periodizari, fie dupa contrastele temperamentale - 
astfel definindu-se un „romantism activ ” §i unul „pasiv ”, contemplativ, reflectand atitudinea 
fata de lupta de eliberare 59 - , fie dupa profunzimea subiectivitatii sau a viziunii - Virgil 
Nemoianu lansand dihotomia High-Romanticism / Biedermeier pentru a marca diferenta dintre 
„grandioasele fantezii §i viziuni ale epoch revolutionare” §i romantismul tarziu, de dupa 1815, 
un gen de sentimentalism care intr-o varianta moderata, amesteca realul cu idealul, fund 
caracterizat prin moralitate, idilism, resemnare 60 . Aceea§i opozitie o define§te Ion Negoitescu, 
cu aplicatie la opera eminesciana, prin categoriile estetico-filozofice ale adancimii lirismului: 
plutonicul - poezia vizionara care „vine mai din adanc, de unde se framanta vapaile obscure” 
§i neptunicul - „a§a ca pamantul format prin actiunea apelor, i§i are originea in straturile mai 
tangibile ale spiritului” 61 . 

Prin urmare, exista multiple asemanari intre Rcnastere si romantism: umanismul, 
interference in conceptia despre arta, legatura cu natura, preocuparea pentru istorie, filozofia 
neoplatonica si aristotelica, poezia ca gen literar dominant, dar si cele doua tipuri ale 
curentelor literare (in planul realului/ idealului). 

(studiul apartine tezei de doctorat Intre real §i ideal la Eminescu §i Shakespeare, aflata 
in curs de redactare) 
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THE DILEMMAS AND RECONSTRUCTIONS OF THE EXILE 
IDENTITY. WORDS FROM EXILE. DIALOGUE BETWEEN 
NORMAN MANEA AND HANNES STEIN 


Anicuta Novae 

PhD Student, "Dunarea de Jos" University of Galati 


Abstract: The experience of exile symetrically halmarks the fate of the Romanian writer of Jewish 
origin, Norman Manea. In 1941 through his deportation in Transnistria at the age of five years 
together with his family and in 1986 when, suffocated by the constraints and absurde conditions of the 
totalitarian system, he decides to leave as a D.A.A.D. scholar in Germany, than in the U.S.A. The exile 
becomes a recurrent theme of his work, the author bactracking with some tinges upon the meanings of 
this experience. Not only the interior exile, during the dictatorship, but also the exterior one, contain a 
paradox, because they imply the simultaneity of a loss and a gain. That is why Manea explains the 
exile to himself as a paradoxical combination between trauma and privilege. The personal history 
being told within this narrative interview has a identity stake, as the individual reflects himself in his 
memories, in the others, that is in the people he met. 

Keywords: exile, recurrent recollection, identity, communism , postcommunism 


Tema acestui articol vizeazd identificarea dilemelor exilatului, care sunt, de fapt, 
dileme identitare. Se va analiza conexiunea dintre rolul (de)formator al exilului si implicarea 
sa in structura identitara hibrida a scriitorului roman de etnie evreiased, Norman Manea. Ca 
mod de lucru am avut in vedere urmatoarele repere: contextualizarea cazului Norman Manea 
in istoria exilului romanesc, interferenta cazului cu literatura de specialitate, analiza 
comparatista a autoreceptarii si a receptarii de catre celalalt a conditiei de exilat, precum si 
dubla perspective, totalitara si posttotalitara, asupra acelorasi evenimente. 

Referitor la studiile de specialitate dedicate exilului, Norman Manea este inclus de Eva 
Behring in al treilea val de emigrare motivate cultural-politic, cel din ultimul deceniu de 
dictatura ceausista. In ceea ce priveste identitatea culturale a exilatului, scriitorul se 
incadreazd in tipologia de mijloc, avand identitate culturale dubie, intrucat foloseste ambele 
idiomuri, si al tarii natale si al turn de exil, iar problematica textelor sale vizeazd cititorii din 
ambele tari, argumenteaza Eva Behring. 1 Scriitorul se regaseste si in Enciclopedia exilului 
literar romanesc 1945-1989, realizatd de Florin Manolescu, care a folosit drept criteriu de 
selectie “situatia romanilor din Romania care s-au manifestat ca scriitori in strdindtate.” 2 Fisa 
autorului cuprinde unul din factorii declansatori ai exilului, nationalising radical din presa de 


1 Eva Behring, op.cit, p. 75 

2 Florin Manolescu, Enciclopedia exilului literar romanesc 1945-1989 , Bucuresti, Compania, 2003, p. 480-483 
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partid, si consecintele raspunsului sau la unul din articolele de acest: anularea unui premiu, 
cenzurarea drastica a romanului Plicul negru, socul lingvistic si blocajul artistului. 

Fiind o interfata intre eul care se confeseaza si lume, dialogul narativ are o miza 
identitara, reconfigurand retroactiv istoria personala, prin punerea ei in intriga. In cazul 
interviului narativ in care experienta biografica marcanta este exilul, trecut traumatizant este 
recuperat retroactiv prin scris, scrisul avand un rol terapeutic, remarca Simona Antofi : 
“Dialogul mentalitatilor §i ciocnirea memoriilor culturale divergente poate dobandi accente 
dilematice deosebit de grave, pe care scriitura recuperatorie le scoate la suprafaja, dar le si 
alina. A§a incat, se poate constata ca unii exilap, precum scriitorul de limba romana §i de etnie 
evreiasca Norman Manea, reu§esc sa depa§easca trauma exilarii §i se regasesc pe ei insisi in 
relatie cu trecutul acceptat si exorcizat prin scriitura retrospective.” 3 Acest dialog al culturilor 
diferite justified discutia despre un exil care implied noutiuni de multiculturalitate, hibridizare 
identitar-culturala, globalizare, etc. 

Cele doua identitati scripturale sunt conturate atat pe parcursul dialogului, cat si in 
elementele de paratextualitate, in Not a si Preliminarii, care fixeaza cadrul convorbirilor- 
confesiune, precum si legatura dintre intervievator si intervievat. Implicarea intervievatorului 
reiese din intrebarile adresate, cu rol de stimul al memoriei afective, selectind cele mai 
relevante seevente biograficc din istoria personala a lui Norman Manea. Chestionarul este un 
fel de “liant identitar”, considera Simona Antofi, care “reorganizeaza si resemantizeaza 
faptele si personajele rememorate, prin adaugarea unei semnificatii superior-integratoare, 
recuperatorii.” 4 

Biografemele scoase la lumina de memoria afectiva a intervievatului contureaza 
tematica celor saptesprezece scurte seevente dialogate: socul copilului deportat in Transnistria 
impreuna cu familia, eliberarea si perioada fericita imediat dupa revenirea in tara, adolescenta 
fascinata de “basmul comunist”, conditia iudaied, exilul din interiorul granitelor statului 
comunist, exilul exterior, problematica relationare cu ambele lumi. 

Dintre acestea, experienta marcantd reluatd obsesiv si transfiguratd artistic in texte 
este exilul. Nu intampldtor moto-ul acestui dialog este o replied din Intoarcerea huliganului : 
“Exilul incepe de indata ce ne nastem.” Este anticipate in felul acesta intelegerea exilului ca 
mod de existenta, generalizat prin fenomenul actual al globalizarii. Si din autoreceptare reiese 
ideea scriitorului in relatie cu actualul context al exilului global: “Destinul m-a legitimat, pana 
la urma, ca scriitor al actualitatii, inteleasa ca exil planetar, pe care l-am trait, etapizat, in 
exilul fascist al copilariei, apoi in exilul intern al dictaturii comuniste si, in cele din urma, in 
exilul global al pietei libere, cu doctrina mercantile de vanzare-cumpdrare a orice, oriunde si 
oricand.” 5 

Receptarea criticilor vizeazd stratificarea si metamorfozarea exilurilor care au 
segmentat identitatea si literatura lui Norman Manea. Ion Simut accentueaza metamorfoza 
exilului in cazul lui Manea, luand drept reper etnia: „Daca in 1986, optiunea de a pleca era cea 
a unui cetatean roman caruia ii era afectata libertatea de exprimare, in 1997, justificarea de 
ramane in America este cea a unui evreu care se confrunta in tara de origine cu un context 
cultural ostil.” 6 Din perspectiva Mihaelei Simonca exilul american creeaza contextul oportun 


3 Simona Antofi, The nomadic text - Narrative instances of exilic identity, Journal of Romanian literary studies, Issue no. 
5/2014, disponibil la adresa http://www.upm.ro/irls/JRLS-05/Rls%2005%2095.pdf 

4 Simona Antofi, art.cit. 

5 Norman Manea, Imperpectiunea yi instabilitatea libertdtii, in Observatorul cultural, Nr. 851, 8 decembrie 2016, disponibil 
la adresa http://www.observatorcultural.ro/articol/imperfectiunea-si-instabilitatea-libertatii/ 

6 Ion Simut, Ambiguitdtile exilului, in Romania literard, nr. 15, aprilie 2008, p. 12 
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pentru interogarea si realizarea unei re-lecturi a structurii identitare: prima latura a identitatii o 
constituie „filonul autobiografic” centrat pe experienta deportarii; a doua latura ar ft 
„sustinerea adevarului integral, oricat de neplacut ar fi” iar a treia latura sta sub seinnul 
„burlescului si vizeaza circul totalitar” si raportul artistului cu autoritatea. 7 

Initierea in experienta exilului o reprezinta deportarea copilului Norman in 
Transnistria, in timpul regimului antonescian. Prima amintire din copilarie dateaza dinaintea 
acestui cosmar : o zi insorita si o usa deschisa, in fata librariei bunicului matem. Simbolistica 
usii deschise sustine, cred, succesiunea de exiluri interioare si exterioare care au trecut din 
viata in opera prin scris. In lagar a trait socul intalnirii cu moartea, bunicul matern 
prapadindu-se in prima iarna. Teroarea a facut ca amintirile sa fie disparate, lipsite de 
cronologie si coerenta, senzoriale : frica, foame, frig, boala. Recent, in discursul de multumire 
pentru premiul FIL din Guadalajara, sectiunea Literatura in limbi romanice, Manea a vorbit 
despre semnificatia lagarului pentru copilul de noua ani si, ulterior, pentru devenirea sa 
artistica: “Lagarul a fost un continuu exercitiu de dezumanizare, umilinte si salbaticie, in care 
domnea incertitudinea. A fost primul rneu exil, prima mea initiere in cosmarul mereu repetat 
al urii omului fata de om.” 8 

Una din dilemele exilului este de natura identitara si se refera la conditia de alogen, 
izolata si marginalizata de ideologiile extremiste, si, in acelasi timp, sursa a raportului 
problematic cu celalalt. Tonul ironic-amar insoteste de mai rnulte ori timpul marturisirii si 
perspectiva intervievatului, care incearca sa dea sens si coerenta istoriei traite. Sunt vizate 
oportunismul si adaptabilitatea romanilor, care au imblanzit tratamentele din lagare, cand au 
inteles ca Gennania poate pierde razboiul. Experienta lagarului 1-a incarcat si 1-a consumat in 
acelasi timp, astfel incat, in momentul eliberarii era “un batran de opt ani.” Perpetuarea 
traditiilor iudaice i se datoreaza mamei, fara ca aceasta sa-i le irnpuna lui Norman sau sa 
alunece in habotnicie. 

Intoarcerea in Romania echivaleaza cu o renastere si o redefinire identitara, conditia 
iudaica fiind reactivata. Este o perioada fericita, de reintegrare in viata comunitatii. Relevanta 
este secventa in care copilul evreu, supravietuitor al lagarelor naziste, a fost invitat de 
invatatoare la primul Craciun. Norman s-a simtit “emotionat, stanjenit si vinovat”, pentru ca 
nu stia nimic despre Iisus si ritualul Craciunului. Identitatea impusa de regimul totalitar, omul 
nou, 1-a sedus pe Manea la 13 ani, care a crezut in promisiunile de egalitate ale “basmului 
comunist”. Tot acum descopera literatura autentica, o altemativa de formare spirituals si un 
scut impotriva cliseelor pe care le consuma in realitatea cotidiana. Cronotopul identitar este 
refacut prin figuri emblematice ale epocii totalitare: “genialul si divinul parinte Stalin”, caruia 
ii dedicase si o poezie, in calitate de comandant de pionieri; Ana Pauker, initial Hannah 
Rabinsohn, nume ce arata radacinile evreiesti. De aici discutia ajunge imediat la unul din 
cliseele care tensioneaza raportul evreului cu celalalt: „cei care au importat comunismul”. 

Autoreceptarea componentei identitare iudaice trebuie analizata prin raportare la doua 
contexte, totalitar si posttotalitar. In comunism, din cauza ideologiei partidului unic, scriitorul 
este destul de retinut fata de propria iudaitate. Nici n-o afirma, nici n-o neaga cu ostentatie, 
dar reactioneaza atunci cand se simte lezat. In postcomunism, vorbeste deschis despre 
conditia de evreu, pe care si-a redescoperit-o in exil. Cu toate acestea, nu-i place sa fie 
considerat un militant al acestei cauze, antisemitismul fiind problema antisemitilor. Rugat de 


7 Mihaela Simonca, Identitate fracturata, exil fi anamnesis. Norman Manea, scriitor al memoriei, in „Observator cultural”, 
nr. 432 / 2013 - disponibil la adresa http://www.romaniaculturala.ro/articol.php?cod=20096 

8 Norman Manea, art.cit. 
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o revista sa comenteze reactiile antisemite din tara, Manea trimite un articol in care autoironia 
ricoseaza in ironizarea “rinocerilor”. De precizat ca articolul nu a mai aparut: „Nu stiu in ce 
masura poate fi de folos sa le spun rinocerilor ca din cauza activitatii rnele bolsevice 
indelungate am fost deportat in Transnistria la varsta de cinci ani, de unde m-am intors la 
varsta de noua ani, in 1945. Cu aceasta ocazie am adus in tara tancurile sovietice, care au 
instalat in Romania comunismul evreiesc.” 9 

Exilul interior este determinat, in cazul lui Norman Manea, de relationarea tensionata 
cu autoritatea politica si cu o parte a autoritatii culturale, de antisemitismul manifest si/sau 
subteran al societatii totalitare. Georgeta Liliana Tan explica exilul interior al lui Norman 
Manea in termenii relatiei solitudine-solidaritate, izolandu-se in prima faza de ideologia 
circului totalitar, de identitatea impusa si solidarizandu-se, in faza a doua, cu restul 
exilatilor. 10 

O alta dilema a scriitorului care a trait experienta exilului interior din perioada 
comunista a fost conservarea identitatii idem, profunde si constante. Strategia aplicata de o 
parte din scriitori, inclusiv de Manea, consta in evadarea in literatura si ea, la randul ei, atent 
supravegheata de cenzura. Retraind perioada debutului literar, marcata de transfigurarea 
artistica a deportarii, Manea recunoaste acum, in timpul marturisirii, ca „nu se simtea 
confortabil in exhibarea publica a suferintei.” * 11 Relatia tensionata dintre individ si contextul 
social este reluata in multe texte, astfel incat se poate spune ca temele care alcatuiesc 
„amprenta Manea” sunt: tema instrainarii, a oprimarii, a disconfortului. Sunt teme care 
vorbesc despre conditia de exilat, fie ca se refera la cetateanul captiv al unui regim totalitar, 
fie la individul care pleaca sa-si salveze identitatea. 

Se poate spune ca exilul, ca orice experienta traumatizanta, indeamna la 
exteriorizarea trairilor, pentru echilibrarea psihica, afectiva a individului. In cazul scriitorilor 
exorcizarea prin scris este productive si pe plan artistic. Despre paradigma exilului ca forma a 
traumei si a traumei ca forma a exilului a vorbit Aurica Stan intr-un studiu dedicat lui 
Norman Manea. Mai exact, se propune o interpretare din ambele sensuri ale raportului, o 
conditionare reciproca a termenilor: trauma este sursa sursa exilului, exilul este un simptom al 
traumei, este sursa primara a traumei din copilarie. 12 

Motivele amanarii exilului sunt date de faptul ca Manea se simtea inradacinat prin 
identitate, formata si deformata in cultura romana, si prin limba. De aceea, inainte de a pleca 
din tara, scriitorul percepe exilul ca o sinucidere, ca o anulare a existentei de pana atunci: 
“Dar simteam ca as pierde totul ca scriitor: radacinile mele. In acea perioada vedeam exilul ca 
o sinucidere pentru scriitor si existau deja multe exemple in acest sens.” 13 Motivele exilului 
exterior sunt de natura cultural-politica dar si sociale, deoarece tara devenise un lagar de 
concentrare. Manea identified un antisemitism subteran si unul public si ca argumente se 
refera la articolele din Saptamana impotriva scriitorilor evrei, bancurile despre jidani, 
recomandarea de plecare din tara a unui ofiter de Securitate. in ciuda respingerii celuilalt, 
Manea s-a considerat un scriitor roman, invocand argumentul lingvistic. Reevaluand situatia, 
acum se declara nesigur in privinta formulei identitare: scriitor roman de etnie evreiasca sau 
scriitor evreu de limba romana? 


9 Norman Manea, op.cit., pp. 46-47 

10 Georgeta-Liliana Tan, Norman Manea and the condition of the exiled, Globalization, Intercultural Dialogue and National 
Identity, Vol. I, 2014, pp. 1613-1624 

11 Idem, p. 53 

12 Aurica Stan, Exilul ca trauma / Trauma ca exil in opera lui Norman Manea, Iasi, Lumen, 2009, p. 19 

13 Norman Manea, op.cit., p. 78 
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Despartirea de tara de provenienta s-a produs in cele din urma in 1986, cand a plecat ca 
bursier DAAD la Berlin. Exilul german a fost marcat de contraste: pe de o parte, a fost foarte 
placut datorita avantajelor libertatii, pe de alta parte a fost nelinistea sufleteasca din cauza 
mamei grav bolnave. Dilema exilatului este data de oscilarea intre doua spatii exilice: 
amanarea unei decizii ferme din cauza temerii pentru siguranta parintilor sai din tara. 
Urmeaza bursa Fulbright la Universitatea Catolica din Washington in 1988. Exilul american 
debuteaza cu doua pierderi in plan familial: moartea mamei si emigrarea tatalui in Israel. 

O alta dilema specified exilului exterior este legata de rcconligurarca identitara la care il 
obliga diferentele dintre cele doua culturi, incompatibilitatile de structura sufleteasca, de 
mentalitate, insertia profesionala. Teama de inadaptare este prirna etapa a exilului exterior si o 
regasim si in cazul lui Manea: “Ma gandeam ca temperamentul meu, sensibilitatea, 
solitudinea mea nu vor fi in stare sa o scoata la capat in aceasta tara.” 14 Pe langa disconfortul 
lingvistic produs de necunoasterea lirnbii engleze, a fost si sentimentul instrainarii de acel 
peisaj, chiar de evreii americani, care pentru Manea erau „o specie cu totul noua.” 

In exilul exterior se redimensioneaza raportul centru-margine, pe care 1-a 
problematizat si Sorin Alexandrescu prin conceptul de e/imigrantul bicefal. E/imigrantul 
manifests un comportament deviant, el fund altfel decat ceilalti, de aceea idealul sau este 
anularea diferentelor: „Tendinta actuala consta in asumarea diferentei, a specificului etnic si 
integrarea lui in limba si cultura majoritatii. Manifestarea specificului poate fi de doua tipuri: 
ofensiva, prin obtinerea recunoasterii, si defensiva, prin consolidarea ei.” 15 Revenind la 
Manea, artistul evreu nesubordonat politic, a reprezentat o tipologie altfel intre granitele tarii 
iar in afara lor imigrantul a ramas tot altfel pentru populatia tarii de exil. Consider ca in cazul 
sau se poate vorbi, in primii ani ai exilului, de o manifestare defensiva a specificului, marcata 
de chinul traducerilor si de socul adaptarii, apoi de una ofensiva, constand in recunoasterea 
data de numeroase premii, de insertia profesionala. 

Restructurandu-si istoria personala, scriitorul gaseste oportun exilul american: “Daca 
ma gandesc retrospectiv, este mult mai bine ca sunt acum aici, decat in orice alt loc unde mi- 
ar fi placut sa raman, fie in Germania sau in Paris.” 16 Aspectul pozitiv al exilului american, in 
viziunea Constantinei Raveca Buleu, a constat in „stabilizarea identitara intr-un perimetru 
definit organic de exil §i acceptat drept casa in regim hotelier.” 17 

Vorbind desre exilul intelectualilor romani peste ocean, Monica Spiridon le atribuie 
meritul de schimbare a canonului, de la exilul politic generat de un regim opresiv la exilul la 
terapie, ca depasire a limitelor: „Sistemul de repere biblico-nationalist, orientat resentimentar, 
regresiv si nostalgic, este substituit de un altul, in care pertinente devin priza la 
contemporaneitate, apartenenta la o patrie intelectuala cosmopolite, depasirea complexelor 
provinciale. Exilul devine astfel o experienta intelectuala rodnica, inspiratoare la proiectia 
unor modele alternative de creatie.” 18 Schimbarea este vizibila si in cazul lui Manea, care, 
dupa inhibarea scrisului intr-o tara straina, descopera privilegiul libertatii intelectuale si 
functia cathartica a scrisului. 


14 Norman Manea, op.cit., p. 107 

15 Sorin Alexandrescu, Invizibilitatea emigrantului, in Secolul XX, nr. 1-3/1998, p. 219-220 

16 Norman Manea, op. Cit., p. 109 

17 Constantina Raveca Bujeu, Exilul ca identitate, in Apostrof Anul XXIII, Nr. 3 (262), 2012, disponibil la adresa 
http://www.re vista-apostrof.ro/articole.php?id= 1736 

18 Monica Spriridon, La vest de Eden, in Secolul XX, nr. 1-3/1998, p. 231 
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Identitatea exilatului este legata de oscilarea intre doua timpuri si doua spatii exilice: in 
prezent Manea este profesor la Bard College, unde preda literatura Holocaustului, dar 
continua sa scrie in lirnba romana despre experientele care i-au marcat biografia in trecut. 
Dialogul intercultural il obliga pe exilat la comparatii, la redefinire identitara, apoi la cautarea 
unor solutii de adaptare si de convietuirea armonioasa a identitatilor multiple. O prima lectie 
pe care a invatat-o in exilul american a fost aceea a depasirii prejudecatilor si a renuntarii 
cautarii coerentei intr-o lume straina. Scriitorul face o analiza comparatista intre tara de 
provenienta si cea de adoptie. Descrierea Americii este critica si obiectiva, pe alocuri ironica: 
apreciaza incoerenta si contradictiile Americii, care valideaza inclusiv dreptul la prostie. Spre 
deosebire de conceptia noastra elitista despre rolul scriitorului, in America eroul democratiei 
este vedeta de televiziune, starul de cinema. Ceee ce il irita cel mai mult este provincialismul 
si autosufiecienta acestei tari iar ceea ce apreciaza este pragmatismul si libertatea de miscare 
oferita fiecaruia. 

Relatia cu tara de provenienta este si ea supusa reevaluarii si nuantarii. Aprecierile din 
partea autoritatilor politice si culturale, titlurile onorilice acordate de mediul academic si 
interesul tinerei generatii pentru textele sale formuleaza in alti tenneni relatia cu tara. In 
aceste conditii, a invatat sa devina mai indiferent la reactiile detractorilor, care vad in succesul 
sau international o consecinta a conspiratiei mondiale evreiesti. Cu toate acestea, cand se 
intoarce acasa, in America, se simte „ca intr-un hotel”, comparatie care sugereaza 
permanentizarea dezradacinarii, provizoratul generator de dileme al exilatului. 

Conditia exilatului este completata de o relatie sincopata cu tara de origine. Si din 
America strainul Nonnan Manea devine deranjant pentru o parte a mediului intelectual 
romanesc. Naste polemici prin eseul Felix culpa in care amintea de simpatia temporara a lui 
Mircea Eliade pentru extrema dreapta si de neasumarea acestui episod din biografia sa. Manea 
compara receptarea acestei recenzii in cele doua spatii exilice: in Romania a fost primita ca o 
calomnie a unui scriitor emblematic de catre un evreu resentimentar iar in America i s-a 
reprosat faptul ca nu a fost destul de transant in chestiunea eticii unui scriitor, ca a fost 
„precaut, nuantat, grijuliu”: “Am primit o scrisoare foarte aspra de la Cynthia Ozick, in care 
mi s-a reprosat ca sustin sa separam activitatea artistica a unui scriitor de opiniile lui politice. 
De ce? Vorbim despre doi oameni diferiti? ” 19 

Identitatea artistica este definita indirect prin asocierea cu scriitori evrei, care au trait 
experienta exilului si s-au afirmat in alta limba: Paul Celan, Benjamin Fondane, Nabokov, 
Kafka, Proust. Simona Antofi este de parere ca scriitorii numiti reprezinta modele culturale 
pentru Norman Manea si o definire prin reflectarea in altul. 20 Un alt model cultural este 
Nabokov, dat de Manea ca exemplu de scriitor care a reusit sa se manifeste artistic intr-o alta 
limba decat cea materna. Spre deosebire de scriitorul rus, Manea recunoaste ca identitatea sa 
artistica profunda se exprima tot in limba romana, care a ramas pentru el ca o rana 
nevindecata: „Exista ceva ce nu poate fi vindecat: miezul sufletului tau, limba crescuta odata 
cu tine, din copilarie.” 21 Continuand seria modelelor culturale, Manea marturiseste ca 
biografic se simte apropiat de Kafka iar structural de Proust. De exemplu, intr-una din prozele 
scurte, apare ca personaj baietelul revenit din lagar, una din mastile narative ale lui Manea, 
care bea „ceaiul fericirii”, fiind un potential „Proust din Est.” 22 Simona Antofi deduce 


19 Norman Manea, op.cit., p 141 

20 Simona Antofi, On the transgressive formula of exile - Norman Manea in a dialogue with Hannes Stein, Procedia - Social 
and Behavioral Sciences, 2013, pp. 187-192 

21 Idem, p. 180 

22 Norman Manea, op.cit., p. 187 
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concluzia, valabila si in cazul lui Manea, aceea ca formula identitara se compune si se 
recompune in diferite tipare pe parcursul traseului biografic. 23 

Exilul american nu putea ocoli rcdclinirca artistica a scriitorului, secvente in care 
“dialogul dobandeste accente de metadiscurs” 24 , considera Simona Antofi. De la „spectacolul 
interesant si deplorabil” al inventarierii si al verificarii periodice a masinilor de scris in 
totalitarism, Manea se confrunta in exil cu stilul anglo-saxon inedit: focalizat pe concret, pe 
imediat, preferinta pentru stilul direct, pentru eseu si povestire, pentru factual. O alta 
particularitate a operei sale, devenita vizibila in exil, se refera la umor si satira. Manea 
recunoaste ca viziunea satirica a acelei istorii incrancenate este o consecinta a distantarii, 
scopul fiind minimalizarea raului, a puterii care oprima. 

Prin urmare, reconfigurarea retrospective a istoriei personale a lui Norman Manea, in 
acest dialog, nu face decat sa dea voce si contur dilemelor exilatului: interogarea fetelor 
identitatii hibride, solutii de relationare. Constantina Raveca Bujeu este de parere ca 
elementul declansator, atat al exilului interior cat si al celui exterior, a fost structura identitara 
de alogen a scriitorului, dialogul acesta nefacand altceva decat sa reconfigureze traseul 
identitar: “Norman Manea i§i deseneaza exigent §i ludic propria identitate in intcrstipilc 
multiplelor exiluri exterioare si interioare, generate de conditia prima de element alogen, 
consolidate biografic de peregrinarile prin lume §i reflectate literar in crca(ia sa.” 25 
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MIND 
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Abstract: This paper will focus on the way in which a set of complex fractalic structures are developed 
in Italo Calvino’s Invisible Cities, an experimental novel which configures a potentially endless 
network of (im)possible spaces. The laborious fictional worlds imagined by Calvino in his novel follow 
rhizomatic schemes and are being shaped after some patterns assumed by the narrative voice, such as 
the chess board, the spider web or the circular labyrinths of the Venetian canals. Marco Polo's lost 
Venice is the archetypal space, the “initial city’’ which is continuously multiplied and reshaped in a 
postmodern game of infinite mirrors. The fifty five invisible cities are imaginary projections, the result 
of some refined games of mind which loosen the coordinates of the space time continuum, creating 
strange loops, resembling to M. C. Escher’s drawings. Both paradisiacal and infernal, these 
imaginary cities have a double structure, the utopian face being subtle mirrored in a dystopian 
counterpart, following the desire of concentrating in a nutshell the whole human universe and thus 
creating an urban aleph. 


Keywords: Italo Calvino, fractal structures, rhizomatic schemes, fictional worlds, games of mind 


Acest demers hermeneutic isi propune sa urmareasca modul in care o serie de 
complexe structuri fractalice se regasesc in tcsatura fictionala din Orayele invizibile (Le citta 
invisibili), romanul experimental al lui Italo Calvino din 1972, in care se configurcaza o rctca 
potential infinita de spa^ii (im)posibile. Oracle invizibile urmaresc discrete configuratii 
rizomatice si sunt modelate de o serie de patternuri asumate explicit de vocea narativa, 
precum tabla de sah, panza de paianjen si labirinturile circulare ale canalelor vcncticne. 
Venecia pierduta a lui Marco Polo reprezinta toposul arhetipal, „ora§ul initial” ce se multiplica 
necontenit in imaginatia fara astampar a neobositului calator, nostos- ul proiectat in lice are 
noua fantasma urbana, continuu remodelat intr-un joc postmodern de oglinzi infinite. Cele 
cincizeci §i cinci de ora§e sunt proiccf i i imaginare, constructe riguroase ale unor ra fin ate 
jocuri ale minpi, care slabesc coordonatele continuumului spatio-temporal, creand 
tulburatoare bucle stranii, in spiritul paradoxalelor desene ale lui M. C. Escher. Deopotriva 
paradisiace si infernale, ora§ele imaginare ale lui Italo Calvino au o structura duala, fa|a 
utopica, paradisiaca prelungindu-se subtil in reversul infernal, distopic, ca intr-o nesfarsita 
banda a lui Mobius. Oglindirile enantiomorfe, jocul ra final dintre simetrie §i disimetrie, dintre 
ordine si haos, dintre adanc si inalt, pur §i impur, clar §i obscur, diafan §i grotesc, vizibil si 
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invizibil dezvaluie dorinta de a impaca propensiunea spre cscnpalizarc cu tcndinta exhaustive 
spre completitudine. Oracle (in)vizibile ale lui Italo Calvino sunt doar o poarta spre 
potential ul infinit al imaginarului, o incercare (im)posibila de a cuprinde in nuce infinitul si de 
a construi un borgesian aleph citadin. 

I. Tabla de §ah, panza de paianjen §i labirintul Venetian 

Rasfrangeri distorsionate ale unui model ideal absent, nenumit §i inimaginabil, ora§ele 
posibile ce prind cele mai nastrusnice forme in imaginatia debordanta a scriitorului italian 
Italo Calvino par desprinse dintr-un atlas caleidoscopic §i jucau§ al locurilor fabuloase: „In 
timp ce, la un semn de-al tau, sire, ora§ul desavar§it Tsi mafia zidurile fara pata, eu adun 
scrumul altor ora§e posibile, care dispar ca sa-i faca acestuia loc §i care nu vor mai putea fi 
reconstruite, nici amintite.” 1 Fara timp si fara loc, proiectate in spapul diafan al mintii, 
urmarind totodata volutele fanteziei, cele cincizeci si cinci de citadele imaginare cu 
imbietoare nume feminine alcatuiesc coridoarele sinuoase ale labirintului romanesc pe care 
Italo Calvino 1-a integrat cu abilitate §i subtilitate in romanul sau din 1972, Orcujele invizibile. 
Seducatoare §i imprevizibile, ora§ele pe care Marco Polo i le descrie cu voluptate 
melancolicului han mongol Kubilai prind forma prin amalgamarea unor franturi disimulate ale 
memoriei, chipuri fugare ale dorintci, spaime difuze §i cautari nelamurite. Concentrand in 
doua-trei paragrafe profdul fluid al fiecarui ora§, desprinzand din zbor, dintr-o trasatura de 
condei, patternul ascuns care ii confera farmec si unicitate, Italo Calvino da un vag impuls 
germinativ unor lumi in nuce, ce inmuguresc timid, incomplet, ramase suspendate in placenta 
imaginatici. Complexele lumi ficfionale imaginate cu voluptate de Italo Calvino intr-un 
rafinat joe „de-a ce-ar fi”, in percutanta formula lui Toma Pavel, presupun coexistent a cel 
pufin „doua nivele diferite la care se dcslasoara jocul” 2 , intre care sensibilitatea fantasmatica a 
lui Marco Polo penduleaza cu degajare. A§adar, subtilul joe al mintii practicat cu maiestrie de 
neobositul cautator de ora§e invizibile implied imaginarea unor structuri complexe, generand 
o pluralitate de lumi posibile, dispuse pe mai multe niveluri de (i)realitate fictionala, 
extrapoland formula lui Basarab Nicolescu 3 , fiecare cu legile lui proprii. Nu intamplator, 
Marco Polo intrezare§te in constelatia de ora§e invizibile un „zodiac de fantasme ale mintii”, 
intrucat ele sunt concepute sub imperiul unui „proces fantasmatic” 4 , in termenii lui loan Petru 
Culianu, dar si ca un corolar al rafinatelor „jocuri ale mintii” 5 , reunind dimensiunea afectiva 
cu cea cognitiva. Ora§e ale mintii, cele cincizeci si cinci de fantasme ale lui Marco Polo sunt 
proiectii mentale multidimensionale, care dobandesc dimensiuni fractalice, fiecare dintre ele 


1 Voi cita fragmentele din roman din editia: Italo Calvino, Ora^ele invizibile, Traducere din limba italiana ?i postfa^a de Oana 
Bo§ca-Malin, Editura ALLFA, Bucure§ti> 2011. 

2 Toma Pavel, Lumi ficfionale, Traducere de Maria Mociornija, Prefa^a de Paul Cornea, Editura Minerva, Bucure§ti, 1992, p. 
91. 

3 Basarab Nicolescu, Noi, particula $i lumea, Edijia a Il-a, Traducere de Vasile Sporici, Editura Junimea, Ia§i, 2002, p. 142: 
Nivelul de realitate este definit de Basarab Nicolescu drept „un ansamblu de sisteme aflate mereu sub aepunea unui numar de 
legi generale” proprii, inadeevate celorlalte niveluri de Realitate existente, iar saltul dintr-un sistem de referinta intr-altul 
adeevat explica paradoxurile inerente unei Realitap polivalente. 

4 loan Petru Culianu, Jocurile mintii. Istorici ideilor, teoria culturii, epistemologie, Edipe ingrijita de Mona Antohi §i Sorin 
Antohi, Studiu introductiv de Sorin Antohi, Traduceri de Mona Antohi, Sorin Antohi, Claudia Dumitriu, Dan Petrescu, 
Catrinel Ple§u, Corina Popescu, Anca Vaidesegan, Editura Polirom, Ia:p, 2002, p. 108. Dupa Culianu, fantasma reprezinta o 
„«imagine» produsa de un sintetizator intern de senzapi §i perceppi localizat in inima omeneasca”. 

5 Idem, ibidem, p. 280. Dupa Culianu, nu putem sa ajungem la o npelegere adeevata a mecanismelor gandirii „decat daca 
reu§im sa ie§im din spapul nostra” §i sa „studiem sistemele de gandire in propria lor dimensiune”. 
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§i toate laolalta alcatuind cate un „fractal in spapul Hilbert”, ,,ramifical ! ii infinite intr-un 
numar infinit de dimensiuni” 6 . 

Oratjele invizibile ale lui Italo Calvino configureaza, a§adar, un frapant „zodiac de 
fantasme ale mintii”, o harta mentala a constela|iilor subiective ale unor spa(ii interioare, ale 
memoriei sau ale dorintci, penduland cu suple(e intre trecutul (ne)trait, prezentul evanescent §i 
viitorul (im)posibil. Italo Calvino rescrie povestea intalnirii, dincolo de orice bariera 
geografica, lingvistica ori culturala, dintre Marco Polo si hanul rnongol Kubilai, plonjand mult 
mai adanc in panzele freatice ale imaginarului decat indraznesc (ne)verosimilele impresii 
consemnate in controversatele memorii de calatorie ale aventurierului Venetian. 
Conglomerated urbane luminoase sau infernale pe care Marco Polo le descrie, cu 
pcrscvcrenta §i ingeniozitatea unei §eherezade, cartografiaza o harta altemativa a 
infloritorului imperiul rnongol al lui Kubilai, in inima caruia luminatul han ghice§te semnele 
viitoarei naruiri: „Doar in istorisirile lui Marco Polo reu§e§te Kubilai Han sa discearna, printre 
zidurile si turlele menite sa se prabuscasca, filigranul unui desen intr-atat de fin, incat poate 
scapa mu§caturii termitelor.” Firetul epic implctcstc rama romanesca, incastrand §iragul de 
medalioane descriptiv-poetice dedicate celor cincizeci si cinci de orasc prin care Marco Polo 
il poarta cu dezinvoltura pe mereu nemultumitul han. Volutele discontinue ale ramei 
urmaresc, in salturi, dialogul improbabil dintre conducatorul adancit in ganduri, in primejdia 
de a deveni o „emblema a emblemelor”, efigie desarta a unei mine, si vizionarul peregrin 
pentm care fiecare ora§ este o transfigurare a Vcncpci pierdute, intr-o multiplicare 
geometrica, de nerecunoscut, a variantelor ei virtuale. Locul natal, orasul originar, punctul ab 
initio §i, totodata, punctul terminus al oricarei calatorii, reprezinta pentm orice dezradacinat, 
dupa cum surprinde Fernando Ainsa, „reprezentarea de baza a unui imago mundi personal, 
care va prezida intemeierea «lumii noi» si se va hrani cu elementele volatile ale proiectului 
utopic” 7 . Modelul labirintic al Serenisimei va fi centml gravitational al calatoriei interioare 
intreprinse de Marco Polo, „orasul initial” de care se va indeparta treptat, apropiindu-se incet 
de punctul terminus al unei cetati triste, fara nume, care cunoa§te doar plecari si pentm care 
nu exista intoarceri. 

Permutatiile calatoriei circulare a lui Marco Polo sunt recunoscute de Kubilai Han in 
mi§carile atent calculate §i, cu toate acestea, imprevizibile, ale jocului de sah. Germenii vietii 
§i ai mortii sunt incastrati in tabla de sail ce alterneaza lemnul de abanos cu cel de paltin si 
imbina nodul unui mugur inghetat §i cuibul unei larve de omida. impletind cu subtilitate 
nastcrea §i disolutia unor lumi de hartie, descrierile lui Marco Polo invita la contemplarea 
unor „peisaje esentializate”, care ascund, fractalic, „un sistem coerent §i armonios dedesubtul 
infinitelor diformitati si discordante”, dar care pot, in acccasi masura, sa constituie firave 
„inveli§uri iluzorii” in miezul carora sala§luie§te „nimicul”: „Marele Han incerca sa se lase 
absorbit de joe: dar ii scapa sensul jocului. La sfarsitul unei partide se castiga sau se pierde: 
dar ce? Care este adevarata miza?” Dincolo de ambiguitatile unei „calatorii in memorie” §i de 
rafinamentele unui diafan joc cu margele de sticla, miza invizibila a incursiunii lui Italo 
Calvino in limburile alunecoase ale imaginamlui este incercarea de a capta o pulsate cat de 
firava din ritmurile vitale ale ora§elor in fluxul sinuos al fictiunii: „Nu trecatoarele neguri ale 
amintirii, nici uscata transparenta, ci mirosul de parlit al vietilor arse care acopera ca o scoarta 
ora§ul, buretele umflat de materie vitala care nu mai curge, aglomerarea de trecut prezent 
viitor care blocheaza existentele calcifiate in iluzia mi§carii: asta gaseai la sfarsitul calatoriei.” 


6 Idem, ibidem, p. 289. 

7 Fernando Ainsa, Reconstrucjia utopiei, Traducere de Corina Margineanu, Editura Clusium, Cluj-Napoca, 2000, p. 92. 
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Excrcifiul de imaginable din Ora§ele invizibile ar putea fi un elevat joc mental cu 
coordonatele continuumului spatio-temporal, construind un borgesian aleph citadin, care sS 
subsumeze toate peisajele urbane din trecut, prezent §i viitor. Misteriosul atlas al lui Kubilai 
Han conservS in chihlimbarul amintirii cetSfile dispSrute din vechime, transpune strSlucirea 
efemerS a unor orasc in plinS inflorire, ghice§te existenfa unor nuclee urbane ascunse, precum 
incS nedescoperitele Cuzco ori Mexico, ori prefigureazS metropole virtuale, ce vor prinde 
forma unui Amsterdam, New York sau Los Angeles. Ora§ele se suprapun, in palimpsest, pe 
planscle atlasului-minune al lui Kubilai Han, imaginea cSderii Troiei se topcstc in cea de peste 
veacuri a asediului Constantinopolului, pentru ca din amalgamul celor douS ora§e ingemSnate 
dincolo de spapu §i de timp sa prindS contur profdul straniu al unui al treilea, care „ar putea sa 
se cheme San Francisco si sa intindS poduri extrem de lungi §i u§oare peste Poarta de Aur si 
peste golf, sa cocoatc pe strSzi, toate in pantS, tramvaie pe sine cu cremalierS, inflorind in chip 
de capitala a Pacificului peste un mileniu.” Pe de altS parte, sub chipul diafan al ispititoarei 
Anastasia, in cartile postalc ale Mauriliei, in geometria concentricS a Olindei ori in cea 
circulars a Ceciliei, dincolo de pSicnjenisul de canale al Smeraldinei sau de craterele de gunoi 
ce sufocS Leonia nu stS ascuns in travesti nici un oras real si recognoscibil. Fiecare cetate a lui 
Calvino vorbestc despre toate orasclc si despre nici unui, este o arhitecturS redusS la esenfS, 
care are (in)consistcnta viselor, construitS insS pe un riguros schelet matematic, nu prin 
acumulare de fragmente eterogene, ci prin excluderea elementelor ce „se adunS fSrS un fir 
care sS le uneascS, fSrS o regulS internS, fSrS o perspectivS, un discurs.”: „Orasclc, ca §i visele, 
sunt construite din dorinfe si temeri, chiar dacS firul discursului lor este secret, regulile lor, 
absurde, perspectivele, in§elStoare, iar fiecare lucru ascunde un altul.” 

Ora§ele alese de Calvino din infinitatea de variante potcntialc trebuie „sS creascS in 
u§urState” si sS se asczc intr-o hartS secrets, alcStuind nervurile, in filigran, ale unui delicat, 
discret si derutant fractal. Nu intamplStor u§uratatea este unui dintre cei cinci piloni 
axiologici pe care Italo Calvino ii propune pentru literatura secolului XXI, in Lecfii americane 
- §ase propuneri pentru viitorul mileniu (Lezioni americane - sei proposte per il prossimo 
millennio), volumul publicat postum, in 1988, cuprinzand textele a cinci dintre cele §ase 
confcrintc pi an ill cate a fi susfinute la Harvard - upiratatea, rapiditatea, exactitatea, 
vizibilitatea si multiplicitatea (dar si reversul acestora, in spiritul logicii tcrtului inclus, la care 
aderS, implicit, romancierul italian). Intr-un raccourci hermeneutic revelator, din capitolul 
dedicat exactitS|ii, Italo Calvino m3rturise§te cS Ora§ele invizibile e scrierea prin care a reu§it 
sS spunS cel mai mult, intrucat ea concentreazS toate reflecfiile in jurul unui singur simbol, 
ora§ul, dar §i fiindcS mizeazS pe o „structura multi fa(ctatS” a scriiturii, in care fiecare 
microtext este conectat cu celelalte „nu intr-o sccventS logicS sau o ierarhie”, ci intr-o refea in 
care cititorul poate urmSri traiectorii diferite de (re)lecturS §i „poate extrage multiple si 
ramificate concluzii” 8 . 

II. Banda lui Mobius 

Cu toate cS orasclc invizibile ale lui Italo Calvino au alura unor proiecfii utopice, 
printr-o serie de coordonate ce le-ar inscrie pe acccasi orbits a imaginarului - indeterminarea, 
structura riguroasS, organizarea geometries, cscntializarca, irealitatea - , aceste deconcertante 
spafii ale mintii sunt foarte departe de clasicele utopii ale culturii europene. O dovadS 


8 Italo Calvino, Six Memos for the Next Millennium, Translated from the Italian by Patrick Creagh, Vintage Books, London, 
1996, p. 71. 
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incontumabila a clistan(arii decisive de modelul utopiei este tocmai debordanta flexibilitate 
imaginative, in raspar cu rigiditatea §i radicalitatea oricarei reprezentari utopice, care, dupa 
cum subliniaza Jean-Jacques Wunenburger, „innamolcstc imaginarul intr-o retorica inghctata 
ori intr-un activism intemperant, care il condamna la pieirea simbolurilor, la ingustarea 
afectivita(ii” 9 . Dimpotriva, oraselc diafane ale lui Italo Calvino se nasc din spuma viselor, 
prind contururi fluid-dantelate ori geometric-crenelate, se intind in rc(cle nesfarsite ori incap 
intr-o sfera cat un bob de roua, oglindesc un plan ceresc ori se ascund sub faldurile insclatoarc 
ale unui nume, se infiripeaza din nostalgii paradisiace si se destrama sub taisul infernal al 
mortii: „«Imperiul e strivit de propria greutate», se ganclcstc Kubilai, iar in visurile lui se ivesc 
acum orasc u§oare ca zmeiele, orasc ajurate ca dantela, ora§ele transparente ca plasele de 
(an(ari, orasc-ncrvuri de frunza, orase-1 ini i din podul palmei, orasc-filigran pe care le vezi prin 
grosimea lor opaca §i artificiala.” 

Fiecare civitas imaginalis proiectat cu nonsalanta de Italo Calvino se apropie de ceea 
ce Henry Corbin 10 - intr-o incitanta hermeneutica a spiritualitaljii islamice iraniene, cu 
precadere a operei misticului sufi Sohrawardi - numeric mundus imaginalis, o lume ter(a, 
intermediary intre „lumea existen(ei sensibile, fizice”, a scnzatiilor si „lumea existen(ei 
inteligibile”, spirituale, fiind o lume a viziunilor, a revela(iilor, dar si a fulgurapilor poetice. 
Sorin Antohi avertizeaza, pe urmele lui Henry Corbin, ca, de§i „Nd-Koja-Abad, termenul 
persan forjat de Sohrawardi (literal: «le pays du Non-ou») este din punct de vedere gramatical 
echivalentul precis al grecescului ou-topeia”, el nu poate ft tradus prin utopie, intrucat 
„locurile imaginale nu (in de categoria ubi (de care si istoria, si mitul, §i - prin urmare - 
utopia (in), ci de un ubique simultan foarte apropiat si foarte indepartat” * 11 . 

Evitand cu maiestrie extremele redundante, in spa(iul ter( dintre eterica proiec(ie 
utopica si monstruoasele ei deformari distopice se intinde paleta de nuan(e ale ora§elor 
invizibile din imagina(ia lui Italo Calvino, cu strazile si canalele lor imbricate, cu personaje 
ispititoare sau inspaimantatoare, cu spa(ii prielnice §i locuri rele, cu difuze promisiuni §i 
capcane infemale. Orasul lui Calvino este dublu, isi arata atat fa(a luminoasa, infloritoare, 
gatita in straie de sarbatoare, cat §i reversul intunecat, atacat de rugina timpului, inglodat in 
cenu§a mor(ii, „ca o foaie de hartie, cu o imagine pe fiecare dintre cele doua par(i, care nu pot 
nici sa se desprinda, nici sa se priveasca.” Speculand ca orice utopie poarta in miezul ei, in 
termenii lui Bogdan Cre(u, „antiutopia imanenta”, intmcat „intregul cosmar al cunoscutelor 
distopii este cuprins, vizibil, in mecanismul universului utopie” 12 , Italo Calvino creeaza o 
serie de bucle stranii 13 , intr-un joe continuu cu fa(a paradisiaca §i reversul infernal al ora§elor 
invizibile. Mai exact, suple(ea imaginativa a lui Italo Calvino izbute§te sa ne faca sa privim 
concomitent cele doua fe(e complementare ale ora§elor sale duale, desfa§urate in ingenioasa 
banda Mobins a scriiturii. Marco Polo si geamanul sau oriental, visatorul Kubilai Han, 
plasmuiesc un mladios joe mental, care sfideaza gravita(ia, jongleaza dezinvolt cu 
dimensiunile spa(io-temporale, creeaza ex nihilo o lume de hartie in care i§i proiecteaza 


9 Jean-Jacques Wunenburger, Utopia sau criza imaginarului , Traducere de Tudor Ionescu, Editura Dacia, Cluj-Napoca, 2001, 
p. 9. 

10 Henry Corbin, Omul $i ingerul sau - Inifiere §i cavalerie spirituala, Editura Univers Enciclopedic, Bucure§ti, 2002, 190. 

11 Sorin Antohi, Civitas imaginalis. Istorie $i utopie in cultura romdna, Edi^ia a Il-a, revazuta, cu un Post-scriptum din 1999, 
Editura Polirom, Ia§i, 1999, p. 17. 

12 Bogdan Crepi, Utopia negativa in literatura romdna, Editura Cartea Romaneasca, Bucure§ti, 2008, p. 26. 

13 Vezi Douglas R. Hofstadter, Godel, Escher, Bach. Brilianta Ghirlanda Eterna, Traducere din engleza de Corina Tiron, 
Editura Humanitas, Bucure?ti, 2015, p. 58: „Fenomenul de «Bucla Stranie» se poate produce - prin mi§carea ascendenta (sau 
descendenta) pe nivelurile unui sistem ierarhic - oricand descoperim pe nea^teptate ca ne-am reintors in punctul de plecare”. 
Italo Calvino citeaza de doua ori aceasta carte a lui Hofstadter in Six Memos for the Next Millennium, ed. cit., p. 87 §i p. 98. 
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clorin(clc §i temerile. Departe de invSlmS§eala amorfS a imperiului, intr-un fast „spapu al 
rninpi”, mirabila grSdinS suspendatS a palatului imperial, Hanul §i aventurierul Venetian nu 
fac altceva decat sS (re)inventeze resorturile ascunse ale neistovitului joe de-a literatura, 
pentru care zgomotul §i furia lumii §i insuportabila u.yurotate a fantasmelor devin 
intersanjabile: „Poate cS din lume n-au mai rSmas decat un camp de nedeslu§it, acoperit cu 
gunoaie, si gradina suspendata de la palatul imperial al Marelui Han. Pleoapele noastre le 
separS, dar nu §tiu unde e inauntru si unde in afarS.” 

Orice reprezentare topograficS a celor cincizeci si cinci de orasc este imposibilS, nu 
doar din pricina impreciziei coordonatelor lor gcograficc, ci §i pentru ca structura lor 
paradoxalS, imbricatS, contorsionatS sfideaza principiile geometriei euclidiene. Ora§ele 
invizibile sunt deopotriva continue, ingloband intreg spa|iul §i deschizandu-se spre infinit, si 
discontinue, situandu-se succesiv ori simultan pe mai multe niveluri de realitate, reunite prin 
„logica verticala” 14 a terpdui inclus. Cu centru pretutindeni si nicaieri, fiecare civitas 
imaginalis §i toate impreunS alcatuiesc un rafinat rizom, care, in termenii lui Gilles Deleuze §i 
Felix Guattari, „nu incepe si nu se sfar§e§te, nu porncstc si nu ajunge, se aflS intotdeauna la 
mijloc, intre lucruri, intcr-fiintS, intermezzo” 15 . Rizomul „se (esc din conjuncfia «§i... §i... 
§i...»”, iar aceastS juxtapunere nu este una liniara, ci se manifests prin stranii suprapuneri, 
dislocSri si reconfigurSri spapalc, pe multiple niveluri de realitate, in spiritul paradoxalelor 
dispuneri ce sfideaza principiile logicii din buclele stranii ale lui E. M. Escher. Nu 
intamplator, intr-o concentratS analiza a deconcertantei „zone” din Oracle invizibile , Brain 
McHale a§azS aceste ubicue spapi mentale sub semnul heterotopiei, in prelungirea sensului pe 
care ll dobande§te acest concept in viziunea lui Michel Foucault 16 din Cuvintele §i lucrurile : 
„Imperiul Marelui Han al lui Calvino este tocmai o astfel de heterotopie. Radical discontinua 
§i instabila, ea juxtapune lumi cu structuri incompatibile, incalca legea terpdui exclus: in mod 
logic, ori Trude este pretutindeni, ori Cecilia este pretutindeni; in Imperiul Ora§elor 
invizibile, amandoua sunt pretutindeni §i tot asa Pentesileea si alte orasc continue.” 17 

Nodurile p semnele proiectate de Italo Calvino in Oracle invizibile sunt dispuse 
geometric in complexa rctca din structura rizomatica a romanului. Ludicul numerologic este 
dublat de cel al simetriilor si oglindirilor in cascada (fiecare dintre cele noua scc(iuni ale 
romanului cuprinde cate cinci ora§e, mai pupn prima si ultima, care cuprind cate zece), 
scriitura ia forma unui labirint cu multiple intrari §i ie§iri, in funcpc de traseul interpretativ 
ales. Ora§ele invizibile a fost gandit de Italo Calvino ca un amplu puzzle caleidoscopic, 
descentrat, alcatuit din cincizeci §i cinci de piese mobile, ce se cer reasamblate dupa fantezia 
cititorului, care poate sa urmareasca la fel de bine, precum in §otronul lui Julio Cortazar, 
facila lectura liniara sau indicapile ce reordoneaza fragmentele intr-un pattern invizibil. Intr-o 
(re)lectura circulars 18 - a la Matei CSlinescu din A citi, a reciti - ora§ele posibile ale lui Italo 
Calvino se rea§eazS in urzeala scriiturii, unite de firele invizibile ale unor coordonate ce le 
aglutineazS in unsprezece zodii ficponalc sub care rafinatele arhitecturi urbane se infiripeazS, 


14 Mihai $ora, Clipa §i timpul, Editura Paralela 45, Pite?ti, 2005, p. 57: „Mai trebuie spus ca, In timp ce logica orizontalei e o 
logica a disjuncpei §i a excluderii tertului, logica verticalei e una a conjuncpei, a integrarii ?i - evident - a terpilui inclus”. 

15 Gilles Deleuze, Felix Guattari, Mii de platouri, Traducere din limba franceza de Bogdan Ghiu, Editura ART, Bucure§ti, 
2013, p. 37. 

15 Vezi Michel Foucault, Cuvintele $i lucrurile. O arheologie a ftiinfelor umane, Traducere de Bogdan Ghiu §i Mircea 
Vasilescu, Studiu introductiv de Mircea Martin, Dosar de Bogdan Ghiu, Editura Univers, Bucure§ti, 1996. 

17 Brian McHale, Ficfiunea postmodernists, Traducere de Dan H. Popescu, Editura Polirom, lap, 2009, p. 78. 

18 Vezi Matei Calinescu, A citi, a reciti. Catre o poetica a (re)lecturii, Traducere din limba engleza de Virgil Stanciu, Cu un 
capitol romanesc inedit despre Mateiu I. Caragiale (2002), Editura Polirom, Ia§i, 2003, p. 17. 
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se dilata sau se condenseaza, pentru a se estompa mai apoi in negurile imaginafiei, lasand loc 
de evanescenta inflorire altor fantasme. 

Primul semn este cel al memoriei, care modeleaza cele cinci cetafi dupa liniile de fort a 
ale amintirii: in multicolora Diomira peregrinul retraie§te o seara in care acesta a fost fericit, 
pe cand Isidora este „cetatea visurilor lui”, in care popose§te la batranefe, cand „dorinfele au §i 
devenit amintiri”. In vreme ce Maurilia din vechile carp postalc nu mai are nirnic de-a face cu 
a§ezarea ce poarta, intamplator, ace Iasi nume, Zaira i§i confine istoria „aidoma liniilor din 
palma”, ora§ul „se impregneaza ca un burete §i se dilata”, absorbind liccarc intamplare ce se 
petrece intre zidurile sale, geografia urbana reconfigurandu-se in funcfie de subtilele „legaturi 
intre masurile spafiului §i intamplarile trecutului”. Unele orase sunt in continua mi§care, i§i 
schimba necontenit infafi§area, eludand orice fixare, pe cand imobila si imuabila Zora are 
darul „de a dainui in memorie in cele mai mici detalii”, evaporandu-se treptat de pe fata 
pamantului pentru a se reconstrui, abstracts, in mnemotehnicile intclepfilor. Semn 
complementar memoriei, dorinfa magnetizeaza orascle posibilului: Doroteea deschide 
manunchiul de carari dintre care calatorul nu poate sa aleaga decat una singura, Anastasia, 
„ora§ amagitor”, il impresoara pe vizitator cu toate dorinfclc traite simultan, pe cand ora§ul- 
capcana Zobeide il prinde fara scapare in labirintul de „strazi care se infasoara in ele insele ca 
intr-un ghem”. Despina, ,,oras de hotar intre doua dcserturi”, se dedubleaza, in funcfie de 
perspectiva din care este privit, metamorfozandu-se intr-o corabie fabuloasa pentru 
conducatorul caravanei, satul de nisipul ncsfarsit al dcscrtului, respectiv intr-o ispititoare 
cocoa§a a unei camile pentru marinarul istovit de monotonia valurilor marii. Adoptand o cu 
totul alta geometrie, dar concentrand acelea§i mecanisme ale iluziei, Fedora se multiplica 
necontenit, pe modelul mise en abyme L liccarc incapere continand cate o sfera de sticla cu 
modelul unei Fedore posibile, dar niciodata implinite. 

Multe dintre ora§ele lui Italo Calvino se ascund dupa un paravan de ccafa sau de 
cuvinte, ramanand intangibile in spatele discursului ce, dincolo de spectaculoasele efecte 
trompe l’ceil, ramane inaderent la esenfa cetafilor infafi§ate, intrucat „nu trebuie sa confunzi 
niciodata orasul cu discursul care il descrie” sau cu numele pe care il poarta. Echivoca 
Tamara, care i§i pastreaza taina sub un „gros invclis” de simboluri,,,orasul redundant”, Zirma, 
care repeta acelea§i semne sau imprevizibila Zoe, in care orice poate sa fie altceva, derutanta 
Olivia, unde „minciuna nu se afla in discurs, ci in lucruri”, §i insclatoarca Ipazia, cu limba ei 
necunoscuta, imposibil de deprins si intclcs, sunt dovada incontestabila ca „nu exista limbaj 
fara amagire”. Exista o falie insurmontabila nu doar intre ora§e si discursurile ce ar trebui sa 
le oglindeasca fidel, ci §i intre acestea si numele care le sunt aleatoriu asociate. „Aglaura care 
create din numele Aglaura” nu se va plia niciodata peste cetatea „care create din pamant”, 
prima Clarice, gloriosul „model al tuturor splendorilor”, nu va fi niciodata egalata de 
avatarurile ei, enigmatica Pirra va ramane pe veci inchisa „ca un pocal”, duala Leandra va 
insemna mereu altceva, pe cand indepartata Irene va reveni mereu „sub alte nume” in 
cautarile neobositului calator. Nici privirea nu este mai sigura decat vorba, reprezentarile fiind 
adeseori inselatoarc §i contradictorii. Valdrada ascunde doua cetafi ingemanate intr-un subtil 
joc secund, enantiomorfe, intr-o simetrie inversa, „privindu-se mereu in ochi” fara sa se 
iubeasca, pe cand Zemrude de sus se suprapune peste cea de jos, insa nu sunt niciodata 
percepute simultan, tot a§a cum ,,orasul de sticla” §i cel de „tabla ruginita” care alcatuiesc 
bidimensionala Moriana sunt fafa si reversul, niciodata concomitente, ale aceleiasi file. 
Evaziva Fillide, daca nu este luata prin surprindere, se sustrage privirilor, care par a „aluneca 
pe deasupra unei pagini albe”, iar aeriana Bauci este cocofata pe catalige ce se pierd deasupra 
norilor, locuitorii ei contempland pamantul „fascinafi de propria abscnfa”. 
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Plasmuite prin dedublare, sub semnul ambiguitapi si al paradoxului, ora§ele lui 
Calvino polarizeaza cele doua ten tap i complementare ale imaginarului, regasite in cele doua 
proiecjii ale Bersabeei, cea celesta si cea infernala. Prima este propensiunea spre inalt, captata 
in proiectele urbane ce se doresc a fi o copie a unui plan ceresc, cartografiat in desenul 
geometric din covorul Eudosiei ori in harta Andriei, in planul in continua construcpe in 
§antierul Tecla ori in cel ratat in monstruoasa Perinzia. Cealalta este, in oglinda, coborarea in 
infem, incursiunea in taramurile de jos ale morpi, la care sunt implicit conectate scena 
Melaniei, cu rolurile rnereu redistribute ca in Glossa eminesciana - „alte ma§ti, acccasi 
piesa...” - , chipurile raposaplor ce prind din nou via(a in Adelma, necropola de sub pamant 
din Eusapia, ora§ul subteran al Argiei §i cimitirul din Eudomia, cu clepsidra sa uria§a ce face 
trecerea de la nastcrc spre nefiin|a. 

Zvelte (supla Isaura, Zenobia cea suspendata, Armilla cea neterminata, Sofronia cea 
fixa si cea provizorie, Octavia - orasul panza de paianjen, suspendata deasupra abisului) sau 
continue (rnereu reinnoita Leonie, circulara Trude, densa Procopia, ncsfarsita Cecilia, 
rizomica Pentesilea, pentru care centrul si periferia se confimda), proteice (nestatomica 
Eufemia, Cloe cea nascuta din fantasme, repetitiva Eutropia, incalcita Ersilia, intortocheata 
Smeraldina) sau ascunse (Olinda care create in cercuri concentrice, Raissa cea trista care isi 
poarta ncstiuta geamana fericita, Marozia ce cuprinde deopotriva o urbe a soarecelui si una a 
randunicii, fabuloasa Teodora cu animalele ei imaginare, multiplele Berenice, ,,inlasuratc una 
intr-alta, impreunate inghesuite incurcate”), orascle posibile ale lui Italo Calvino multiplica 
fractalic geografiile multidimensionale ale imaginarului. Inteligenja scaparatoare si fantezia 
debordanta impletesc panza de paianjen a ficpunii din Oracle invizibile, in ochiurile careia 
germineaza samburii diafani ai poeziei, singura pavaza impotriva infernului cotidian: 
„Infemul celor in via(a nu e ceva care va sa vina; daca infemul exista, este cel care se afla 
deja aici, infemul pe care il locuim in toate zilele, pe care il cream stand impreuna. In doua 
feluri pop ocoli sufcrinta asta. Primul le vine multora la-ndemana: sa accep(i infemul §i sa 
devii parte din el, pana ce nu-1 mai vezi. Cel de-al doilea este riscant §i cere bagare de seama 
§i necontenita invatatura: sa cau(i §i sa §tii sa recuno§ti cine sau ce, in plin infern, nu e infern, 
§i sa-1 faci sa dureze, §i sa-i oferi spa(iu.” 

Desfa§urandu-se „intre domeniul haosului incontrolabil §i ordinea excesiva a lui 
Euclid”, ora§ele invizibile ale lui Italo Calvino se configureaza in acea „noua zona de ordine 
fractala” 19 adusa la lumina Benoit Mandelbrot. Aparent haotice si capricioase, spatiile citadine 
ale lui Calvino au o geometrie precisa - neeuclidiana, e drept, amintind de straniile gravuri ale 
lui E. M. Escher ori de labirinturile circulare borgesiene. Jucandu-se magistral cu simbolurile 
numerice, cu oglindirile si simetriile, cu dedublarile §i rcpetipile, rallnata arhitectura 
proiectata de Italo Calvino in planul ascuns al Ora§elor invizibile dobande§te o fascinanta 
alura fractala. 
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VOICULESCU: THE POETICS OF "DE PROFUNDIS" 


Iulia Marti, PhD Student, 

"Petru Maior" University of Tirgu Mures 


Abstract: Vasile Voiculescu's poetry is a form of expressing, through artistic sensibility, the divine 
love which nurtures the creative consciousness that praises not only the art (tributary to mimesis), but 
(especially) the Creator. The present study aims to unravel the relevance that the religious poetry 
written by Vasile Voiculescu has in the field of aesthetics, to determine whether the illumination 
decisively encompasses the literary theory paradigm, whether it approximates or transcends it, by 
relating the author’s poetic vision to Paul Valery’s theories of pure poetry and by carrying out a 
thematic and stylistic analysis of the poem ”De profundis ”. 

Keywords: aesthetics, vision, revelation, symbol, language 


I. Pentru a reusi un punct de vedere original, propriu, intemeiat pe surse si obarsii 
intalnite si /sau experimentate, si de-abia apoi nuantandu-1 si imbogatindu-1 cu date exterioare 
noua, e necesar a ne inchipui ca si in cazul nostru, condeiul e un toiag 1 cu care batem in rninte 
pentru a trezi ideile esentiale la viata. Consideram ca materialul poetic, in acest caz, impune 
un modus operandi distinct in raport cu trendul anilor in care/pe care-i traim, prabusiti in 
uitarea conceptelor precum elita, generatie, traditie, si, mai mult, trezeste constiinta unei reale 
ancorari in esenta. Valoarea estetica, ca tennen des intalnit in teoriile literare (mai ales atunci 
cand se discuta despre capodopere), tine de o subtilitate a limbajului - si, deci, a gandirii, 
reflectandu-se in ea, ermetic, fara echivoc, unul dintre cele mai intime aspecte ale operei: 
posedarea scriitorului de catre Cuvant. Scriitorii luati in posesie se retrag, in acest dialog 
roditor, pentru a face loc agentului operatiei - Cuvantul, care (1) se destainuie si (2) umpe cu 
sens. Despre forta creatoare, asemanatoare inspiratiei, dar excedand-o, diversi scriitori si-au 
exprimat punctul de vedere odata ce au experimentat-o, subliniind caracterul ei spontan, 
necesar, frenetic si afectiv: „Poeziile mele, ii istorisea Goethe lui Eckermann, navaleau subit 
asupra mea si cereau a fi facute fara intarziere, incat ma simteam obligat sa le scriu in aceeasi 
clipa.” 2 In aceeasi nota, autorului lui Ecce homo revarsarea inconstientului in constiinta ii 
aparea ca „o incantare, in tirnpul careia sufletul nostru cuprins de o nemasurata tensiune se 
usureaza uneori printr-un torent de lacrami, o incantare care ne rapeste noua insine, lasandu- 
ne perceptia lamurita a mii de fiori delicati, care ne fac sa vibram in intregime, pana in varful 
picioarelor.” 3 La finalul starii de minunata intensitate, sensibilitatea creatoare dezvaluie printr- 


1 Monoversul „Ma sprijin in condei ca in toiag.” inchide poezia postuma voiculesciana Autoportret romantic la 67 de ani, 
deschizand imaginea antologica a inchiderii/deschiderii launtrice. 

2 Tudor Vianu, Estetica, Cuvant inainte: prof. univ. George Gana, Editura Orizonturi, Bucuresti, 2010, p. 275. 

3 Ibidem, p. 276. 
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un act artistic, orientat estetic, rezultatul sau efectul zbuciumului sau, dezvaluire similara 
eliberarii care, conform conceptiei lui Valery, este incadrata de penclulul poetic intre forma si 
fond, expresie si impresie. Armonia, ca si semn al instalarii starii poetice, produce, 
finalmente, emotia poetica, „cand toate obiectele corespund armonic si se gasesc 
muzicalizate” 4 . 

In ierarhia valorilor din sistemul teoretic al lui Tudor Vianu, valoarea estetica e plasata 
in continuarea valorii teoretice, acesteia urmandu-i valoarea rnorala si (in cele din urma, la fel 
de inalta pe cat de adinca) valoarea religioasa. Aceasta ordonare poate parea a II o consecinta 
a unei gandiri analitice, clasice, anacronice, insa ea reprezinta mai mult o evidentiere a ordinii 
lumii dintotdeauna, pe care arta e datoare sa o arate. Valorile religioase sunt cele care unified 
celelalte valori (economica, juridica, politica, teoretica, rnorala etc.), fara acestea „o conceptie 
filosofica este o colectie de adevaruri, dar nu un total organic, si omul care ne vorbeste prin 
ea, cel mult un spirit cercetator, dar nu unul care, gasindu-se cu adevarat, reflecta plenitudinea 
de semnificatii ale lumii”. 5 

Desigur, climatul cultural-literar actual (influentat de politici si ideologii nihiliste) 
exclude (ori se intereseaza prea putin de) dezbateri rodnice despre re-gandirea actului 
literar/operei literare in functie de valoarea estetica/morala/religioasa a acestuia/acesteia, 
probabil si dintr-o lepadare de problema validarii estetice/morale/religioase asa cum a fost 
formulata de teoreticieni precum B. Croce, A. Marino, Paul Valery sau Tudor Vianu, astfel 
incat - in desisul de pseudo-scriitori - dimensiunea valorica este ignorata sau gresit inteleasa. 
Riscul acestei derute a valorilor este ferm pronosticat de Adrian Marino, in Istoria literara: 
„operele minime vor ft asezate pe acelasi plan cu marile opere (...) Scriitorul mediocru ar 
deveni etalonul, exponentul rnediei epocii, rnotiv a ft declarat tipic”. Inaintea lui, Paul Valery 
a expus cu dezinvoltura si cu tot atata convingere modelul ideal al poeziei pure, al gratiei sale 
instantanee, acceptand totodata existenta ei intr-o lume tot mai nepregatita sa o cuprinda: 
„aproximatia multumeste cu usurinta epoca noastra(...) Epoca noastra este, deci, in acelasi 
timp mai precisa si mai supcrliciala decit oricare alta: e mai precisa in ciuda ei, mai 
superficial)! numai datorita ei. Accidentul este pentru ea mai de pret decit substanta.” 6 Celebra 
tabla a criteriilor spiritului antipoetic enuntata de Valery contine practici care disimuleaza 
incarcatura estetica a operei si este reprezentativa pentru tabloul literar actual: a nu deosebi in 
versuri fondul si forma, un subiect si dezvoltarea acestuia; a considera ritmica, metrica si 
prozodia in mod natural si cu usurinta separabile de expresia verbala insasi, de cuvintele 
insele si de sintaxa; a pune sau a transpune un poem in proza; a face dintr-un poem un 
material de instruire sau de examen. 7 

Starea poetica se revendica, in teoria lui Valery, dintr-un cintec care se murmura prin 
intermediul poetului: ,,am fost dintr-o data cuprins de un ritm care mi se impunea (...) ca si 
cand cineva se folosea de masina mea de trait” 8 , din eliberarea sub forma unei intuitii a 
ritmului a ceea ce nu exista inca, dar se cere intrupat in expresie. Transformarea cititorului in 
inspirat este, asadar, efectul pe care il are poetul posedat de inspiratie, deoarece „un poet (...) 


4 Paul Valery, Poezii. Dialoguri. Poetica si estetica, Editura Univers, Bucuresti, 1989, p. 583. 

5 Tudor Vianu, Introducere in teoria valorilor intemeiata pe observatia conpiintei, editie Tngrijita de Vlad Alexandrescu, Ed. 
Albatros, Bucuresti, 1997, p.101. 

6 Paul Valery, op.cit., p. 570. 

7 Ibidem, p. 576. 

8 Ibidem, p. 584. 
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nu are ca functie sa resimta starea poetica: aceasta este o problema particular^. El are ca 
functie sa creeze aceasta stare la ceilalti.” 9 

Simplificand lucrurile, putem afirma ca arbitrarul unei creatii care nu conjuga, simbolic, 
ordinea formala cu cea de fond, microcosmosul cu macrocosmosul, lasa nerezolvata problema 
artei. Amintindu-1 pe abatele Bremond, G. Calinescu adera (si) la alte fonne de cunoastere 
posibile (in afara inteligibilitatii) precum revelatia, initierea, sintetizandu-i primului sensul 
poeziei pure: „ceea ce intereseaza tntr-o poezie nu este punctul de plecare, ci numai cel de 
sosire, si acesta trebuie sa fie o aptitudine mai mare pentru cititor de a renunta la necesitatea 
rationale si a se cufunda in Dumnezeu. Orice poet e pur daca prin el ajungi la acest exercitiu 
cvasi-mistic.” 10 

Sensibilitatea sau expresivitatea unei asemenea viziuni critice se apropie de aceea a unei 
experience spirituale, insasi sintagma folosita - viziune critica - sugerand optiunea unei 
abordari critice inspirate, insuflate, care va insoti opera in adevarul ei, intr-o (1) afiliere de/la 
Credinta si (2) re-nastere impreund cu ea. Astfel, viziunea presupune o itinerants a 
observatorului, o urmare a caii scriitorului - fie ea si in epoci diferite, dupa care - si nu inainte 
- analiza travaliului poate lua forma unei critici estetice intemeiate. Actul critic reprezinta, in 
consecinta „o sinteza estetico - istorica, la intersectia a doua planuri: sincronic si dinamic, 
intr-o unitate dialectica” * 11 , care permite sensibilitatii estetice sa-si manifeste atributele: 
„placere, gust, impresii, intuitii, acte de simpatie”. 

Intelegind prin poezie un limbaj eminamente suflat, al irumperii in spatiul si timpul 
umanitatii a unei naturi infinite cind demonice, cind angelice, care ll prevede pe scriitor, 
alegandu-1 pe acesta in mod tainic, vedem de ce adevaratii poeti nu pot fi confundati cu 
fauritorii de versuri si de ce criticii vizionari, intelegand prin munca lor o repetare (nu 
intotdeauna axiologica, ontologica, dar intotdeauna fidela) de trasee initiatice, nu pot fi 
confundati cu simpli emitenti de aproximari critice. 

Acesta fiind, a posteriori, raspunsul mintii noastre la chemarea condeiului-toiag, 
mentionam dintru inceput ca limbajul este un proces in continua desfasurare si transformare, 
in noi si prin noi, functia sa poetica dandu-i, pe langa alte functii si asemenea trupului, 
demnitate ontologica. Nerezumandu-se insa la a fi un proces exclusiv vectorial, lingvistic, 
datorita originii sale divine limbajul este creator, creativitatea sporindu-i (indeosebi) atunci 
cand se adreseaza inimii si nu ratiunii. 12 Imediat dupa ce limbajul a atins maxima intensitate a 
creativitatii, urmeaza tacerea, contemplarea a ceea ce in profimzime s-a aratat/a fastprimit. 

Referindu-ne la interesul pe care scriitorul Vasile Voiculescu il arata in chestiunea artei, 
observam ca acesta nu admite alt temei al ei in afara dependentei de credinta, ceea ce il 
transforma intr-un scriitor care isi ajusteaza rimele pentru a nu incur ca Cuvantul, si nu invers. 
Mai precis, Vasile Voiculescu se plaseaza voluntar in afara problematizarilor teoretice, central 
de interes fiind forta revelatoare si autonoma a credintei, pentru care arta este marturisitoare, 
dar nicidecum revelatoare. 13 Bravura tipic voiculesciana de a angaja discursul poetic intr-o 


9 Ibidem, p. 583. 

10 George Calinescu, Principii de estetica, editie mgrijita si prefatata de Al. Piru, Ed. Scrisul Romanesc, Craiova, 1974, p. 42. 

11 Adrian Marino, op.cit., p. 144. 

12 Jean-Jacques Rousseau, in vol. Eseu despre originea limbilor unde se vorbepe despre melodie $i despre imitafia 
muzicalai, traducere, prefata si comentarii de Eugen Munteanu, ed. Polirom, Iasi, 1999, p.29: „pe masura ce luminile se sting, 
limbajul isi schimba caracteristicile: devine mai just si mai putin pasionat; inlocuieste sentimentele cu idei, nu se mai 
adreseaza inimii, ci ratiunii”. 

13 Cf. Vasile Voiculescu, Confesiunea unui scriitor p medic, in Ginduri albe, editie si cronologie de Victor Craciun si Radu 
Voiculescu, Studiu introductiv, note si variante de Victor Craciun, cu un Cuvint inainte de Serban Cioculescu, Ed. Cartea 
Romaneasca, 1986, pp. 450-451. 
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zona unde pretentia artistica este insuficienta pentru a se pastra caracterul autentic al starii 
interioare face ca versul lui sa para primitiv, rudimentar, mult prea local - atat de local, incat 
limba munteneasca, ciobaneasca pare sa-i fi amprentat stilul local nu in mod intamplator, ci 
structural. Cu toate acestea, grija pentru pastrarea fondului specific romanesc al limbii, gasirea 
tonalitatii poetice care lasa Cuvantul 14 in libertate, exigenta spirituals care penduleaza intre 
Prezenta si Absenta sunt atitudini personale orientate estetic care insotesc arta poetica 
voiculesciana, in ciuda (sau, datorita) specificului sau: „Expresia, armonia ei (a poeziei, n.a.) 
sa fie totuna cu materia: sa nu aiba loc intre cuvant si fondul sentimental nici un varf de ac”. 
In acest sens, Vasile Voiculescu realizeaza un aspect important al poeziei pure teoretizat de 
Valery - „senzatia unitatii dintre vorbire si spirit” 15 

Unul dintre teoreticienii romani care subliniaza corespondentele intre inspiratie - 
iluminare (extrem de utile in a sublinia mutatia pe care Vasile Voiculescu o face dinspre arta 
spre credinta, dinspre poezie spre rugaciune) este Liviu Rusu, care ancoreaza creatia artistica 
in adancul spiritualizat al omului, in starea de sfasiere launtrica, expresii care conjuga in mod 
evident in domeniul artei doua aspecte ale travaliului de indumnezeire a omului: „(inspiratia) 
este un moment de iluminare, in care schemele vagi ale conflictului devin imagini clare si in 
care artistul se simte adesea dotat de un fel de clarviziune capabila sa surprinda esenta 
lucrurilor” 16 . 

Daca poezia lui Vasile Voiculescu s-ar lasa prinsa, iconic, intr-o imagine, am fi, cu totii, 
martorii unirii cerului cu pamantul, intr-o lucrare cu care s-a deschis, catre noi si catre lume, 
crestinatatea: portretul lui Iisus Hrisos, Logos si Fiu al lui Dumnezeu. In opinia noastra, ceea 
ce face ca lirica voiculesciana sa capete valente ale bravurii este adeziunea la adevarul ultim 
al sfinteniei (care reprezinta finalitatea existentiala a omului), asa cum o descrie Nichifor 
Crainic, mai radicala decit sacrul lui Mircea Eliade sau decat numinosul lui Rudolf Otto. 

Abordarea aproape jertfelnica a limbajului poetic pentru a obtine, prin simbolismul lui, 
o convertire launtrica menita sa descopere centralitatea divina in inima scriitorului inseamna o 
aventurare angajanta religios cu urmari si in planul esteticului, deoarece „poezia e o pregatire 
la rugaciune, e o experienta mistica nedesavarsita, utila intrucat exalta spiritul pentru 
adevarata devotiune” 17 , atat rugaciunea cit si poezia fund provocate de „indepartari pentru un 
timp de regimul mental cel mai frecvent” 18 . Sensul spiritual pe care opera voiculesciana il 
emana atat in proza, cat si in lirica, imparte receptorii in fimctie de rezonanta/lipsa de 
rezonanta a acestora cu acest tip de discurs (religios, sacra, simbolic, interior, confesiv) sau cu 
acest tip de personalitate artistica (angajata, inainte de toate, spiritual), pentru care rugaciunea 
e ,,adevarata inspiratie religioasa care mai poate impreuna arta si credinta” 19 . 

„Eternul timp interior” 20 pe care poetul il configureaza atat in versuri, cat si in proza, are 
un pronuntat caracter empiric, tehnica alcatuirii versurilor sau a scenelor narative necorapand, 
prin artificialitate sau discursivitate, un peisaj launtric menit sa pregateasca o intalnire de 
taina, in afara timpului, al carei tel este indumnezeirea. Iluminarea constituie pasul de 
dinaintea acestei transformari radicale si este sinonima cu exuberanta mistica sau beatitudinea 


14 „Cuvantul are mtr-msul o vatra in care arde jeratecul vietii. Daca vreodata focul este amortit, datoria noastra, a scriitorilor, 
e sa facem foale din plamani ca sa-1 aprindem”, ibidem, p. 427. 

15 Paul Valery, op.cit., p. 593. 

16 Liviu Rusu, Eseu despre creatia artistica. Contribute la o estetica dinamica, Studiu introductiv Marian Papahagi, 
Traducere din limba franceza: Cristina Rusu, Editura stiintifica si enciclopedica, Bucuresti, 1989, p. 155. 

17 Abatele Bremond in George Calinescu, op.cit., p. 13. 

18 Paul Valery, op.cit., p. 581. 

19 Vasile Voiculescu, op.cit., p. 451. 

20 din Clepsidra, cuprinsa in volumul Poezii (editie postuma, 1968). 
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inexprimabila 21 ce urmeaza parcurgerii (abolirii) distantei dintre Dumnezeu si om 22 . 
Minunarea ii confera iluminarii o prospetime mereu prezenta, „pune de indata fiinta in stare 
de trezie, de luciditate intensa.” 23 

Iluminarea, la fel ca momentele de tensiune poetica sau de inspiratie, pune spiritul in 
miscare, intr-o itinerants care-1 fac pe acesta transparent, capabil sa oglindeasca cu sinceritate 
sufletul artistului. De asemenea, iluminarea, sesizabila in discursul poetic voiculescian, atrage 
o judecata de valoare care-i plaseaza arta poetica in sfera valorii religioase (alaturi de alte 
valori-scopuri precum binele moral, frumosul artistic etc.) datorita caracterului sau de 
autenticitate, de experimentare (nu doar de catre eul poetic, ci de poetul insusi) a scufundarii 
in adancul inimii, pentru revelarea inaltimii firii indumnezeite. Astfel, inspiratia este pe deplin 
creatoare doar daca pune in proximitate infinitul necunoscut si interioritatea cea mai ascunsa a 
artistului, aceasta intalnire realizandu-se prin retragerea in sine, pentru a face loc Cuvantului. 
Nichifor Crainic, referindu-se la raportul dintre creatie si religie, atribuie inspiratiei „aspectul 
unei colaborari teandrice in sensul cel mai larg al cuvantului” 24 

Ceea ce a facut ca poezia lui Vasile Voiculescu sa fie calificata arhaico - religioasa, iar 
proza lui mitico - magica este, in fapt, sentimentul sobru de dependents religioasS al fiintei, 
sentimentul de a nu fi decat o creaturS, respectul sacra fund, ab origine, elementul primordial 
al religiei. 25 De aici se poate explica caracteral itinerant al dorintei mistice de uni re teandrica 
in scrierile voiculesciene care sugereazS ideea de nevoie de indumnezeire, ceea ce e mai mult 
decat o dorinta de unificare. Presimtind anevoiosul drum al celui singur, poetul doreste ca 
mantuirea sS-1 pre-vada, asadar, initiativa sS-i apartinS (si) lui Dumnezeu - mantuirea fiind 
desSvarsitS de vointa divinS. Asadar, gandul cS „e posibil sS-1 vedem pe Dumnezeu. Si e sigur 
cS-1 putern vedea chiar in aceastS viatS” 26 este motorul care pune in functiune credinta 
voiculescianS in Invierea co-participativS: purificarea (lupta cu lumea sensibilS, mortificarea) 
si iluminarea (concomitent lupta pentru eliberarea sufletului de pasiuni si „fortificarea in 
virtuti sub lumina haralui” 27 ) apartin omului, pe cand desSvarsirea (care se gSseste dincolo de 
lumea inteligibilS ) apartine lui Dumnezeu. 28 Trada si suferintele creaturii care se purificS prin 
ascezS pentru a face loc iluminSrii se aratS in poeme precum Mintuire (,,Ce greu sS treci din 
carne iar in etemitate!/Un continent de suflet s-afundS in uitare”), Cupa (,,Lucrez fSrS hodinS 
la forma fericirii/Si n-am decat o manS cu colb de cer in ea.”), Cantec sufletului („TremurS 
trupul, vSzand abisurile”), in timp ce proximitatea cu Divinul transpare in poezii precum 


21 In lucrarea sa, Sacrul. Despre elementul irational din idea divinului $i despre relatia lui cu rationalul, Rudolf Otto 
subliniaza caracterul inteligibil al misticii datorat exaltarii, mirarea (mirum sau mirabbile) fiind o reactie specifica pe care 
numinosul o starneste in suflet, alaturi de fascinans si tremendum. 

22 Din perspectiva revelatiei christice, referitor la distanta dintre Dumnezeu si om, Andre Scrima (in Experienta spirituala §i 
limbajele ei, volum ingrij it de Anca Manolescu in colaborare cu Radu Bercea, cuvant inainte de Anca Manolescu, traducere 
din franceza si engleza si note de Anca Manolescu, Editura Humanitas, Bucuresti, 2008) subliniaza trei niveluri: natura, 
pacatul si moartea, prin intruparea lui Iisus Hristos acestea fiind abolite. 

23 Andre Scrima, op.cit., p. 97. 

24 Nichifor Crainic, Nostalgia paradisului, Editie cu un studiu introductiv de Dumitru Staniloae, Postfata si note de Magda 
Ursache si Petru Ursache, Fisa bibliografica de Alexandru Cojan, Editura Moldova, Iasi, 1994, p. 11. 

25 Cf. Rudolf Otto, Sacnd. Despre elementul irational din ideea divinului $i despre relatia lui cu rationalul, traducere din 
limba germana de loan Milea, Editura Limes, Floresti, 2015, p. 15. 

26 Nichifor Crainic, Sfintenia - implinirea umanului (curs de teologie mistica) (1935 - 1936), editie ingrijita de Ierod. 
Teodosie Paraschiv, Editura Mitropoliei Moldovei si Bucovinei, Iasi, 1993, p. 178. 

27 Ibidem, p. 84. 

28 „Daca ne inchipuim, in mod grosolan, progresul spiritual ca o scara pe care se suie omul, putem spune ca pana pe la 
jumatatea ei el urea prin propriile lui puteri, - ceea ce insemneaza faza purificarii si o parte din faza iluminarii, iar de la 
jumatatea scarii in sus e mai mult urcat decat se urea, inaintand din ce in ce mai mult sub puterea si sub actiunea haralui 
dumnezeiesc, - ceea ce inseamna o parte din faza iluminarii si faza desavarsirii.”, Nichifor Crainic, Sfintenia..., ed.cit., p. 83. 
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Liturghia cosmica (,,Lepad in el straie de rand, imbrac pe cele divine/si tree cu alaiul Tau spre 
altar mai departe/La inspaimantator de dulcea-mpartasire a-ntreg/Cosmosului cu Tine.”) 

Astfel, aspectul estetic, teoretic sau moral al artei poetice voiculesciene este transgresat 
si unificat, totodata, prin valoarea religioasa a iluminarii, poezia lui Vasile Voiculescu 
potentand chipul expresiv al lumii: „Esteticul se opreste la infatisarile superficiale ale lumii, 
la valorile ei de pitoresc. Omul religios se inalta spre absolut.” 29 Arta poetica voiculesciana 
este o sinteza a rascumpararii mortii prin cintec (CCX), o ruga necurmata in care Iubirea co¬ 
exists in Eternitate (CLXXVI), un cuvant-omida care, prin harul poeziei, devine condor 
(CCXX), re-creand arsenalul lingvistic religios intr-o estetica originala a catharsisului si 
iluminarii. 

II. Dupa largul concurs al Parintilor capadocieni 30 in sistematizarea doctrinei Sfantului 
Duh, Conciliul de la Niceea a dispus utilizarea termenilor ousia, pentru unitatea lui 
Dumnezeu, si hypostasis, pentru Treime - Tatal, Fiul si Duhul Sfant, astfel configurandu-se 
„relatia dintre Unul si Treime: o esenta unica in trei ipostasuri.” 31 . Esenta divina co-existenta 
in cele trei ipostasuri a pus crestinismul in situatia de a impreuna, in persoana lui Iisus 
Hristos, firea divina cu Area umana, omului deschizandu-i-se calea imitarii, a recapitularii, a 
urmarii caii (modelului) lui Iisus pentru castigarea mantuirii. 

Ipostaza adamica a omului cazut din poezia voiculesciana De profundis nu e aceeasi cu 
ipostasul trinitar, in ciuda revendicarii sinelui insetat de transsubstantiere. Simbolistica 
substantivelor contingentului „vina”, „lut”, „ruine”, precum si a verbului „tip” explica situarea 
eu-lui intr-o a patra dimensiune, temporala si spatiala, ne-co-existenta cu natura esentiala, a- 
spatiala si eterna a lui Dumnezeu. 

Distanta pricinuita de cadere (cauzata, la rindul ei, de pacatul originar si izgonirea din 
Rai) se cere anulata, dorinta parcurgerii distantei exteriorizandu-se prin semne ale unei 
invinuiri ontologice: „m-ai smuls”, „m-ai zvarlit”, precum si prin semne ale dorintei 
transfigurate, imperativ, in nevoie: „umple-ma”, „da-mi-o”, „intregeste-ma”. Sinele instrainat 
de esenta pare sa-si atribuie, in prima parte a poemului, caracteristici hristologice, sau insusi 
Fiul biblic e ipostaziat intr-un sfant ab initio, smuls din imbratisarea paterna pentru a se revela 
in calitate de om, „atat de om incat a fost nevoie de 30 de arginti pentru a-1 deosebi de ceilalti 
oameni” 32 . 

Raspunsul crestin la interogatia „Cine, Doamne, ma va pune la loc? Cine?” este, 
respectand dogma crestina - crucea 33 , spalarea cu sangele stralucitor 34 , fara de care intregirea 
nu se poate implini. In planul discursului liric, insa, aceasta interogatie este semnul unei 
absente care face imposibila punerea lui Dumnezeu in rolul de interlocutor: omul „nu ii poate 
spune Tu lui Dumnezeu decit daca El s-a propus mai intai, s-a dat pe sine in cuvantul sau. Iar 
atunci, El este cel care vorbeste omului” 35 . Cu toate acestea, aparenta pierdere a unitatii 
constituie presimtirea re-intregirii, ceea ce, din punct de vedere metaflzic, poate fi interpretat 
prin faptul ca este suficient sa detii ideea de unitate, pentru ca deja sa te situezi in ea. Din 
rnodul in care Andre Scrima, pune pe cale ideea limbajului experientei spirituale, reiese ca 


29 Tudor Vianu, op.cit., p. 64. 

30 Vasile cel Mare, Grigorie de Nyssa si Grigorie de Nazianz. 

31 Jaroslav, Pelikan, Traditia crestina, o istorie a dezvoltarii doctrinei, vol. I, Naperea traditiei universale (100-600), trad, de 
Silvia Palade, Editura Polirom, Iasi, 2004, p. 233. 

32 Andre Scrima, op.cit., p. 123. 

33 „si a impacat pe cei doi cu Dumnezeu intr-un singur trup, prin cruce, prin care a nimicit vrajmasia”. Efeseni 2:16, „facand 
pace prin sangele crucii Lui”. Coloseni 1:20. 

34 „Era sange, asta era/in asta ai ales tu sa ne speli, Doamne. Sange stralucitor.”, Paul Celan, Tenebre (1959). 

35 Andre Scrima, op.cit., p. 203. 
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experienta spirituals con-tine douS valente (care ne ajutS in sustinerea ideii enuntate): 1) 
sentimentul finitudinii omenesti si 2) sentimentul cS finitudinea este, prin contrast, prin 
absenta, semnul unei plenitudini. 

Asadar, cSderea este un stadiu fSrS de care nu se poate gindi invierea, Unirea, 
Indumnezeirea, care confine - in si intru - planul divin al mantuirii omului (si) prin suferintS. 
Mai mult, in afinnarea dorintei stS si afirmarea dorului, a sSmantei divine ce zace inlauntrul 
inimii din timpuri imemoriale, a atmanului care cautS transcederea hotarelor rnintii, pentru a 
se ridica deasupra naturii. Radicalitatea rostirii eului este semnul apropierii de un Dumnezeu 
care „este infinit mai aproape de noi decit scaunul, dar, cu toate acestea, este pe un plan infinit 
mai inalt” 36 si care, chiar si in momentul retragerii, inainteazS , 37 

Preluand titlul din primul vers al Psalmului 130, „Din adancuri Te chem, Doamne!”, 
poetul isi origineazS cererea in nSdejdea cS strigStul va strSbate distanta comparabilS cu aceea 
dintre intunericul iadului pSmantesc (simbolizat prin „ruine”) si lumina Raiului ceresc. 
NSzuinta cS Dumnezeu va opera intregirea se coordoneazS cu speranta cS aceastS unificare se 
va realiza in dublu sens: cS atat omul va li intregit cu Dumnezeu, cat si Dumnezeu va fi 
intregit de om, do, ut des. Acel iar din finalul ultimului vers aratS cS omului cSzut in pScat 
(deci, in rnoarte), ii poate ft acordatS iertarea (deci, viata, mantuirea), dar cS acest proiect 
salvator Ii apartine exclusiv Creatorului. 

La nivel tematic, poezia De profundis, inclusS in volumul Calatorie spre centrul inimii 
preia motivul svarlirii din Sufletul, poem din volumul Poeme cu ingeri (1921), stilistic fiindu- 
i acesteia superioarS. DacS in Sufletul, conjunctivul verbelor si punctele de suspensie 
accentueazS dorinta eului-cSIStor sa se odihneasca „pe mSslinul sfant”, „fSr’ de ramura ce rni- 
ai cerut...” intr-o tonalitate incS temperatS, angelicS, a puritStii, in De profundis se face 
remarcatS vocea imperativS a disperSrii, a fricii de pierdere a naturii divine. 

CSderea este urmarea amSgirii si a respectSrii voii omului de cStre Dumnezeu. 
Reprosandu-i acestuia lipsa de actiune, retragerea, eul ajunge, totusi, sS se identifice culpabil: 
„vina mea s-a nSscut din lut”. Fundamentul moral al acestei identificSri este primul pas spre 
vindecare „pentru noi toti, cei cSzuti, picati, aruncati, prinsi, zSvorati in spatiu si timp” 38 . 

DacS acceptSm ipoteza conform cSreia modemitatea a produs o rupturS intre culturS si 
religie, intoarcerea in lumea valorilor religioase poate fi consideratS o sansS de redescoperire 
a frumusetii lumii. Distanta dintre arte, stiinte, filosofie (culturS) si religie poate fi anulatS 
dacS repunem in prim-plan (in judecata de valoare) autenticitatea (inspiratiei/iluminSrii) 
raportului pe care spiritul il intretine cu divinitatea, raport rnediat in culturS, si nemediat in 
religie. Astfel, Vasile Voiculescu, prin arta sa poeticS de profundis, elibereazS in arts 
sentimentul religios care cere ca AdevSrul sS fie trSit, si nu doar gandit. 
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THE MATRIX OF REIFICATION IN THE ANA BLANDIANA'S 
PRESENT-DAY POETIC DISCOURSE 


Daniel Kitu 

PhD Student, "Dunarea de Jos" University of Galati 


Abstract: The reification, as a trend of descent into concrete, of materialization of an abstraction, 
check, pointedly and acutely, in the last volume ofpoems of Ana Blandiana, the being’s objectification 
perspective, the ego’s one, the flattening of depths living and of ontological horizon. 

Least but not last, the reification supposes, at the level of the poetic discourse of Ana Blandiana, the 
lowering of sacred, at the level of reaction’s profanization, the tragic constants of the current 
existence, felt by the poet’s soul. 

We believe that the reification means the next stage of the metaphysical establishment of anxiety, of 
the existential anguish in the poet’s lyricism, issues arising in the book ’The Vulnerable Heel’. 

We will analyze, in this writing, the poetic creations of Ana Blandiana, from the volumes: ‘The 
meanings reflux’ (2004), ‘My A4 Country ’ (2010), ‘The clock without hours ’(2016). We are talking 
about the last step, the one immediately contemporary, of Blandiana’s lyricism. 

The reification ’s matrixes, in this poetic puzzle, will be related with the following conceptual areas: 
the questioning areas of the ego, the thrill of the thanatic horizon, the dichotomus structure of the 
poetic visionary, the paradigm of the sacred reification. 

We identified in the poems texture from this final stage of Ana Blandiana’s lyrical becoming an 
ontological disease, from which the poet detaches herself, either through the awareness of the essence 
of the creative act, or through the evasion into an internalized construct, an utopic one. 

It is certain that the poems from this creative area oscillate between the urban area, affected by 
mercantilism and spiritual ruin, and the cosmic fell to the suffocating telluric’s level, of a nature as a 
pale reflection of that pantheistic paradise of ‘The first person plural". 

We will also highlight the ego’s reaction to this visible deconstruction of the sacred world’s meanings 
- Blaga ’s origin catabaza. 

Keywords: reification, thcmatos, dichotomy, desacralization, catabasis 


I. Preambul 

Se poate lesne observa o evidenta imagistica si ideatica pe acest ultim segment al 
excursului liric blandian, din perioada 2004 - 2016. Exista, in mod clar, o acuta inervatie a 
dimensiunii interogative in structura discursului liric, pe fondul unui tot mai vizibil clivaj 
intre valorile poeticului si coborarea tot mai accentuata a lumii exterioare in mercantilism, 
depeizare, tentatii agreste, violentare urbana, reificare a sacralitatii. Acest clivaj reprezinta una 
dintre axele de semnificatie ale ultimelor volume de versuri apartinand Anei Blandiana. Se 
remarca o schimbare de zodie poetica evidential inca de la sfarsitul anilor '70 de catre Iulian 
Boldea, in monografia sa dedicata scriitoarei: „In volumele sale ultime, poetica Anei 
Blandiana depaseste senzorialitatea si arhitectura exultanta a versului, intorcandu-se, in regim 
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meditativ si elegiac, asupra alcatuirii proprii si asupra locului ce revine fiintei himerice intr-un 
univers labirintic in care concretetea se preschimba in iluzie...” 1 . 

Ceea ce dubleaza continutul ideatic al poeziilor din aceasta ultima etapa creatoare este 
o alta realitate plasata la nivelul mecanicii actului creator: „Subordonarea imaginii plastice 
fata de idee, de un concept structurant, este dominanta in multe pagini, confirmand natura 
funciar reflexiva a acestui discurs poetic care «vede idei» - ca sa preluam sintagma lui Camil 
Petrescu.” 2 

Remarcam, in mod clar, inadecvarea sufleteasca si rnorala tot mai accentuata a poetei 
la aceasta lume aflata intr-o tot mai exploziv-escatologica modificare a sensurilor ei profunde 
in directia reductionist umana si mecanicist gregara. Tocmai pe acest fond am observat in 
ultimele volume de versuri ale Anei Blandiana, ca niste rani supurand incontinuu pe suprafata 
imaginarului creatiei sale, matricile reificarii, tot atatea urme ale unei desemantizari care 
atrage dupa sine obsesiile insingurarii, ale instrainarii si-ale trairii insulare. 

Trairea insulara este marca lirica evidenta a confesiunilor poetei din ultimele creatii, 
pe fondul unei tot mai vizibile inadecvari la un real care si-a pierdut reperele profund 
spirituale. Insula, in poezia Anei Blandiana, este un mitem al catabazei, al desprinderii de 
rnundan, obsesie a unei tendinte retractile asumate, intr-o lume unidimensionala, autofaga, 
sugrumata de propria miopie a realului si-a pragmatismului. 

Insula reprezinta promisiunea verticalitatii si-a profunzimii abisale, desprindere 
aurorala de capcana reificarii, taina de nedezvaluit in solitudinea orfica din care se nutreste 
sufletul blandian: „As vrea sa fiu o insula/ [...]/ Sumara definitie a singuratatii/ Pentru toti 
ceilalti/ Carora nu le trece prin rninte/ Ca o insula este intotdeauna varful unui munte/ Cu 
poalele populate de miriade de fiinte/ Pe fundul oceanului.” 3 

Poate de aceea se contureaza, in tonalitate de ars poetica, si aspiratia Anei Blandiana 
de retragere intru pagina de scris, in acea insula a eului liric pe care atat de inspirat a numit-o, 
dand titlul unui volum, Patria mea A4. 

Criticul Nicolae Ciobanu sesizeaza, pe aceasta linie dihotomica a imaginarului poetei, 
existenta unui spirit disociativ si a unei constiinte participante care „realizeaza, cu 
dezarmanta evidenta, adevaratele raporturi dintre eu, dintre individualitatea umana si 
generalitatea existentiala fizica si metafizica.” 4 Efectul evident al acestei stari de fapt este 
marcat de trecerea de la tonul efuziunii adolescentine a etapei Persoana intaia plural la un cu 
totul alt ton, grav, profund elegiac, in versurile de dupa 2004. 

II. Criza solipsismului in imaginarul poetic al Anei Blandiana 

Una dintre axele calatoriei poetice a Anei Blandiana este, fara doar si poate, geografia 
spiritualizat autarhica a eului liric. Este evidenta, aici, permanenta intoarcere catre sine, intr-o 
continua si neobosita pipaire a potentialitatii strafundului de simtire si creatie. In ultimele 
volume de versuri este vizibila aceasta oglindire narcisiaca intru izbavirea de-o lume care a 
instrainat sufletul poetei de radacinile sale profunde, intelenita intr-o spiritualitate secatuita de 
trepidatia existentei moderne citadine. In special, in ultimul volum din 2016, se observa faptul 
ca „Eul liric se cauta pe sine, incercat de anxietatea confuziei cu Celalalt, realizand riscul unei 
tradari ontologice.” 5 Criticul mentioneaza tema instrainarii de sine, angoasa cautarii 


1 Iulian Boldea, Ana Blandiana - monografie, Brasov, Aula, 2000, p. 29. 

2 Ion Pop, Poezia in cautare de „definitii”, in: Vatra , nr. 526-527, Targu Mures, 2015, p. 58. 

3 Ana Blandiana, Patria meaA4, Bucuresti, Humanitas, 2010, p. 135. 

4 Nicolae Ciobanu, Panoramic, Bucuresti, Cartea Romaneasca, 1972, p. 70. 

5 Gheorghe Grigurcu, Aspiratia Unului la Ana Blandiana, in: Romania literara, nr. 43, Bucuresti, 2016. 
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deplinatatii androginice. In conditiile unei existence truculente, intr-un mediu alterat, instrainat 
de fiorul profund uman, poeta traieste o acuta criza a eului iar aspiratia gnostica a recastigarii 
androginiei paradisiace devine un postulat evident in aceste poezii ale Anei Blandiana: 
„Acesta e mesajul pro fund al cartii in cauza cu aparenta unor pagini de confesiuni disparate: 
cautarea in cele din urma a unei conditii existentiale dincolo de cea auctoriala, dincolo de cea 
a individului mundan, in asteptarea unei redemptiuni in absolut”. 6 

Reactia eului la deconstructia sensului sacru al lumii este una retractila, catabaza 
blagiana, uitarea ca pandant al solitudinii, care nu doare, nu macina la modul bacovian, ci, 
mai degraba, confera un alt sens existentului: „Uitand de lume si uitand de mine,/ Simt cum 
singuratatea ma umple ca o miere/ Curgand in vasul ce i se cuvine.” 7 Actul creator devine, in 
acest context, aspiratie a izolarii, a desprinderii de aceasta lume bolnava intr-un cocon al 
exorcizarii raului prin actul orfic: „Si imi aduc de mine-aminte/ Ca de o gaza prinsa-n 
chihlimbar,/ In cripta luminoasa de cuvinte.” 8 Metafora de efect vizual a „criptei luminoase de 
cuvinte” face trimitere la eternizarea prin creatie in intunericul unei lumi demantelate de 
sensul propriei fiintari. 

„Imperialismul subiectivitatii si-a pierdut coloniile si paradisul eului s-a mutat in 
alternate.” 9 

Imago-ul decrepitudinii este extins dinspre sfera eului catre orizontul celest. In felul 
acesta poeta configureaza o viziune a estropierii mundane care nu mai poate ascunde angoasa 
pierderii eului, spaima aneantizarii: „Mototolita pe bolta culoarea/ Ca o piele batrana/ 
Devenita prea mare/ Pentru ceea ce trebuie sa ascunda:/ Neantul/ Din care zeii au fost 
evacuati/ Se face mai mic.” 10 

In acest univers imund, dezvelit de insusi sensul sacralitatii (motivul evacuarii zeilor) 
chiar mecanismul creator isi pierde esenta, se goleste de sens („Cu praful troienit pe la colturi/ 
Si hale iesite din uz/ In care se citesc poezii fara noima.”). 

Acestui regressus al fiintei i se asociaza motivul nerodirii, ca negare a vitalismului 
ontologic. Absenta sensului existentei genereaza o inocentare fatala, rasturnata in mortilicare 
sufleteasca: „In acest pustiu/ Noi suntem rai/ Si noi suntem morti,/ Si nici macar n-o stim,/ 
Pentru ca nu stim/ Cum e sa fii/ Bun/ Sau cum e sa fii/ Viu.” * I 11 

Singuratatea si pustiul devin reperele unei noi escatologii, ale spaimei de pierdere a 
sensurilor fiintei. Eul pare pierdut intr-o lume ale carei contururi s-au stins si a carei logica 
sacra s-a estompat. „Brazi deveniti taratori” prin „vai obscene”, „intunecate” jaloneaza o lume 
haituita de ”fiare flamande si jalnice”, un topos malefic in care ascensus-ul a devenit o iluzie 
iar harul angelic s-a transformat intr-o ramasita a sacralitatii reificate: „Retragerea inspre 
culmi cu povara/ De taceri isihaste e tot mai nesigura,/ In timp ce pe marginea omoplatilor/ 
Cureaua rucsacului/ Roade coioturile cu ramasite de pene” 12 . 

Una dintre matricile pregnante ale reificarii in poeziile noi ale Anei Blandiana este 
ipostaza desacralizanta a angelicului. Fiintarile astrale ale ingerului cad in concret, in 
corporalul maladiv, in semnele sfarsitului, ale agonicului. Aici vedem ranile cioturilor cu 
„ramasitele de pene”, altadata semne ale puterii sacre. 


6 Ibidem. 

I Ana Blandiana, Op. cit., p. 47. 

8 Ibidem. 

9 Alexandra Cistelecan, Poezie $i livresc, Bucuresti, Cartea Romaneasca, 1987, p. 151. 

10 Ana Blandiana, Op. cit., p. 43. 

II Idem., p. 63. 

12 Ibidem., p. 45. 
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Cu toate acestea, Ana Blandiana nu obisnuieste sa fuga de sine, isi asuma trairea si 
devenirile eului. Durerea este simbol al constientizarii acute a trairii, nu tentatia desprinderii 
de corporal ca de-o povara. Poeta se autoclameaza ca focar al durerii pe care o exerseaza la 
rnodul isihast, intr-o interiorizare asumata. Este o forma de reactie de-a da un sens in mijlocul 
unei lumi instrainate de sine: „Durerea mea nu exista dincolo de mine,/ Ea este inchisa intre 
limitele corpului meu/ Functionand ca un magnet/ Care a strans-o din lume.” 13 . 

Ana Blandiana chiar clameaza, intr-un elan de orgoliu narcisiac: „Am privatizat, cum 
s-ar spune durerea”. 

Mitul dumnezeirii devine efemera umplere a devenirii cu un sens care dispare in 
virtutea unui liber arbitru suprafircsc si de neinteles. Individuatia umana ramane o simpla 
copie lipsita de consistenta, iar haosul devine singura certitudine absurda intr-o lume a 
„formelor fara fond”. 

In aceasta lume aplatizata de profan misterul exista doar in dimensiunea fantezista a 
trairii poetice, a obnubilarii realului. Este vorba despre acel mister care sterge distinctia sacru 
- profan, care permite exercitiul epifanic al ivirii supranaturalului in interstitiile cotidianului. 
Acestea sunt fulguratiile unui suflet marcat prea des de certitudinea prabusirii ireversibile a 
lumii in banalul cronologiei cotidiene: „Apollo vine in somn, da usa de perete,/ ii aud pasii pe 
dalele din bucatarie,/ Imi rasfoieste hartiile, atinge tastele,/ Apoi se opreste indelung in fata 
crucifixului/ Intelegand, poate, cum/ Misterele s-au inlocuit unele pe altele” 14 . 

III. Paradigma reificarii sacrului 

Aceasta paradigma este evidenta in cazul celor doua coordonate esentiale prin care 
poezia Anei Blandiana trateaza problematica sacrului in lumea actuala: angelicul si 
desacralizarea. In cazul ambelor niveluri paradigmatice observam criza spiritualitatii, 
decaderea numinosului divin in planul mundan. „Caderea sacrului in existential este un motiv 
care se repeta. [...] Blandiana reia si in alte forme tema caderii in lume, substituind ideii de 
pacat ideea de devitalizare a cerului.” 15 

Degradarea numenala a iconului angelic este redundanta pe traiectul liricii Anei 
Blandiana, dar, in ultimele volume, devine pandant al angoasei provocate de-o acuta criza 
ontologica a eului. Ingerii cad in deriziunea umanului, ingerii devin prizonieri ai teluricului, 
ingerii se transforma in semne banale ale cotidianului citadin, ingerii sufera, primesc semne 
ale perisabilitatii. 

In cele trei volume la care ne raportam putem identifica un imaginar dihotomic, pe de 
o parte lumea evanescenta a sufletului poetic, insula onirica intr-o plasma a purilicarii de 
zgura devenirii, promisiune a identificarii cu zeii, cu sacrul, iar, pe de alta parte, magma 
universului reificat in prizonieratul unui cotidian desacralizat, urbanizat, impersonal si lipsit 
de forta imaginatiei. 

Prototipul acestei schizofrenii ontologice in poetica actuala a Anei Blandiana este 
ingerul alienat intr-o lume unde si-a pierdut consistenta, intr-un autism urban al modernitatii. 
Desacralizarea este aici figurata prin imaginea angelica corporalizata, cea a ingerului ratacit 
intr-un ontos unidimensional, aplatizat spiritual: „Un bocet care reuseste sa acopere/ 
Vacarmul orasului,/ Care reuseste sa treaca prin ziduri, prin acoperise,/ Prin termopane, prin 
plapumele trase pe cap,/ Prin dopurile din urechi/ Si sa patrunda pana la ultima celula din 


13 Ibidem., p. 53. 

14 Ibidem., p. 133. 

15 Eugen Simion, Scriitori romdni de azi, Chisinau, David.Litera, vol. Ill, 1998, p. 207. 
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creier,/ Un bocet scos de gatlejul tot mai ragusit/ A1 unui inger/ Care nu-si mai gaseste drumul 

/v * 99 1 (S 

inapoi. 

O alta ipostaza este cea a decrepitudinii angelice, fateta dramatica a deconstructiei 
spiritualitatii mundane. Ingerul estropiat are toate trasaturile degradarii trupescului, ale caderii 
in deriziunea umana: „Ingeri batrani urat mirositori/ Cu iz statut in penele jilave,/ In parul rar,/ 
In pielea scamosata de insule de psoriazis,/ Harti scrijelite adanc/ Ale unor inspaimantatoare 
taramuri necunoscute.” 17 

Cealalta directie, a desacralizarii sensurilor celor mai intime ale lumii, este marcata si 
ca boala a fiintei si ca degringolada ireversibila a sensurilor existentiale. Poeta ramane intr-un 
statism al unei rostiri pesudosibilinice, preoteasa a unui prelungit esec al istoriei care-o 
inconjoara. Se simte exlusa dintr-o lume ale carei osii nu le mai vede, nu le mai intelege. 
Miscarile ontosului s-au opacizat. 

„Gravitatea dramatica a vocii din Calcaiul vulnerabil sau A treia taina se simte din 
nou puternic pe acest fundal de reluat reflux al sensurilor, de gol inlocuit, intr-un aforism 
amar, de asediul gregar al gloatei agresive...” 18 Reperele reificarii sacrului sunt tocmai 
jaloanele poematice ale acestei stari de fapt. 

Toposul catedralei, al bisericii, ilustrat in texte precum O catedrala de land sau Pe 
fatada unei catedrale (vol. Refluxul sensurilor) sau Biserica translata (vol. Orologiul fara 
ore), Biserici inchise (vol. Patria mea A4), este simptomatic pentru acest nivel de interpretare 
poematica. 

Acest mitem spatial, subordonat marelui mit al Sacrului, simbolizeaza, in esenta, un 
reper axial, o matrice ascensionala ilustrativa teofanic pentru sacralizarea cotidianului efemer. 
In poetica actuala a Anei Blandiana, in schimb, este evidenta reificarea acestei dimensiuni, 
semn al lumii care si-a atins limita suficientei spirituale, reflex al unei cecitati ontologice. 

Catedrala de lana este un vizibil mitem al desacralizarii, al coborarii intr-o profanizare 
a reperelor, a granitelor care despart eternul de efemer, nadirul de zenit. Catedrala de lana, cu 
semnul ei estropiat, devine tonul elegiac al unei triste amalgamari a rosturilor lumii: „Nu mai 
exista regnuri,/ Nici stari de agregare,/ Nici orizont intre mare si cer,/ Nici mai intre pamant si 
mare,/ Iar din adancul apelor ridicate de nori/ Se-nalta carduri de pesti prefacuti in cocori,/ In 
tirnp ce chemarea lor rasuna batrana/ Ca o limba de clopot/ Intr-o catedrala de lana.” 19 

Aceasta mixtura a sensurilor da seama de acea distantare voita a eului poetic intr-o 
contemplatie muta a maladiei mundane. Acelasi topos al catedralei devine pergamentul 
afaziei unei umanitati care si-a pierdut rosturile, care s-a trezit uitata intr-un taram malefic, 
bolnav de propria disolutie: „Doua trunchiuri/ Crescute din aceeasi tulpina/ Pe fatada unei 
catedrale,/ Sapata in piatra o poveste/ Pe care nu mai stie nimeni/ S-o spuna.” 20 

Mitul arborelui vietii devine, in aceste versuri, stigmat al „tulburarii substantei”, al 
„putrezirii limitelor”. Pe suprafata acestei geografii sepulcrale, sufletul blandian bantuie 
fantomatic, rest amar al sperantei pierdute in redemptiunea lumii. 

In Biserica translata, este evident ascensus-ul aneantizat in toposul urban claustrant: 
„Cupolele,/ Obisnuite sa fie proiectate pe cer,/ Abia ajung acum/ Ridicate in varfuri/ La 
nivelul centurii/ De beton si de fier/ A etajului patru.” 21 Se simte pregnant, in aceste versuri, 


16 Ana Blandiana, Op. cit., p.143. 

17 Ana Blandiana, Refluxul sensurilor, Bucuresti, Humanitas, 2008, p. 11. 

18 Ion Pop, op. cit., in: loc. cit., p. 58 

19 Idem., p. 31. 

20 Ibidem., p. 129. 

21 Ana Blandiana, Orologiul fdra ore, Bucuresti, Humanitas, 2016, p. 29. 
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sensul aplatizarii, al reificarii transcendentului: „Seamana cu un mic animal/ Cuprins de 
teroare,/ Asa cum tremura/ La trecerea camioanelor grele/ Sau la zgomotul apei asurzitor,/ 
Galgaind sub flotoare.” 22 Este interesanta asocierea cu rezonanta postmodern cartaresciana a 
terminologiei tehnicist-urbane la sfera sacrului, ilustrativa tocmai pentru acest sentiment al 
sufocarii pulsatiei spirituale intre betoanele si raceala dimensionala a cotidianului efemer. 
Biserici inchi.se, din volumul Patria mea A4, exploateaza sensurile aceluiasi tip de asociere 
simbolica, in maniera maniheismului sacru-profan. Cotidianul submers in egolatria 
consumismului rebarbativ oblitereaza Sacrul: „Se opresc sa bea o cafea/ La o masuta pe 
trotuarul/ De langa o catedrala din secolul XI,/ Pe care o privesc fara sa o vada,/ Pentru ca 
vorbesc la telefon/ Si fara sa se intrebe/ Cine este cel ce a locuit candva/ Intr-o casa atat de 
mare.” 23 Poeta surprinde drama acestui sclavaj cotidian sub semnul urbanului steril si, mai 
angoasant, absenta constiintei unei stari de urgenta sufleteasca. In lumea aceasta a betoanelor 
urbane, oamenii devin fantose fara suflet, simple masti-sclavi ai rutinei cotidiene. Pe aceasta 
schema perceptiva se naste geogralia reificarii in poeziile ultime ale Anei Blandiana. 

In acest ton amar-declarativ, aproape resemnat, discursul liric din Patria mea A4 
inregistreaza, surdinizat, detracarea umana sub imperiul consumismului modern. Ludicul 
devine pecetea unei superficialitati a trairii care atinge marginile reificarii fiintei insesi: „Ei 
tree pe role/ Printre umbre ale realitatii/ Despre care cred ca exista/ Si printre personaje care li 
se par oameni,/ Mecanisme/ Create de alte mecanisme/ Dupa chipul si asemanarea acestora,/ 
In timp ce Dumnezeu/ Coboara printre ei/ Si invata sa mearga pe role/ Ca sa ii poata salva.” 24 
Constructia finala de efect epifanic, transleaza catre sfera ludica speranta funciara a sufletului 
poetei in salvarea ultimelor ramasite de spiritualitate umana. Este teribila imaginea 
antropomorfizata a lui Dumnezeu exersandu-se ontologic pe rolele profane pentru unicul scop 
al mantuirii umane. Vorbim, aici, despre Infemul kafkian, infernul absurd prin firescul in care 
se scurge iremediabil, tradus in maniera poetica de Ana Blandiana. 

IV. Simboluri ale vizionarismului poetic reificant 
IV. 1. Porumbelul 

Porumbelul este un mitem redundant in planul simbolisticii iudeo-crestine. „... 
incepand cu Noul Testament va reprezenta Sfantul Duh - este, in mod fundamental, un simbol 
al puritatii, al nevinovatiei, ba chiar, atunci cand aduce ramura de maslin la Area lui Noe, un 
simbol al pacii, al armoniei, al sperantei, al fericirii regasite.” 25 La Blandiana porumbelul 
apare ca mesager al Divinitatii, dar, in lumea opacizata, in care poeta a devenit prizoniera, 
transcendentul nu mai poate cobori in profan. Teofanizarea nu mai este posibila. 

Mesajul divin s-a transformat intr-un cifru al unui arghezian Deus otiosus. In acest 
pustiu ontologic, omul a incetat sa mai acceada spiritual la dimensiunea transcendentului. 
Logosul divin nu i se mai reveleaza: „Pe fiecare tigla un porumbel,/ Unul langa altul,/ intelesi 
intre ei, evident,/ Organizati cu minutie/ In vederea transmiterii sau primirii/ Unui mesaj/ Pe 
care nu reusim sa-1 descifram.” 26 
IV.2. Scara 


22 Ibidem. 

23 Ana Blandiana, Patria mea A4, Bucuresti, Humanitas, 2010, p. 25. 

24 Idem., p. 35. 

25 Jean Chevalier, Alain Gheerbrant, Dictionar de simboluri, vol. Ill, Bucuresti, Artemis, 1995, p. 77. 

26 Ana Blandiana, op. cit., p. 77. 
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Este un mitem prin excelenta ascensional, care, la Ana Blandiana, se transforma in 
simbol al autoiluzionarii impartasirii din aura sacrului, a acelui numinos transcendent la care 
aspira poeta. 

Textul dezvaluie constientizarea psalmic argheziana a esecului cuminecarii din 
dumnezeire, a refuzului teofanizarii. 

La al doilea nivel se remarca dezvaluirea exercitiului mimetic al raportarii la divin, ca 
o cabotina, ridicola, profanare a nespusului si-a nenumitului. Eul apare astfel suspendat intre 
dorinta teofanizarii si calchierea rebarbativa a umbrei dumnezeirii. In acest teritoriu al 
absentei divinului, reificarea este insusi iadul trairii esecului personal. Intr-o lume denudata de 
sensuri fiinta insasi se deconstruieste sistematic, imitand o inaltare butaforica: „Si incerc sa 
ma mint,/ Inventandu-te/ In loc sa te gasesc./ Iarta-ma pentru profanarea/ Pe care ma sui ca 
pe-o scara,/ Pedepseste-ma,/ Smulge-mi-o de sub picioare,/ Ca sa raman suspendata/ In 
nebunia/ De care nu ma mai pot indoi.” 27 

Singura certitudine ramane, paradoxal, irationalul, lipsa reperelor spirituale, haosul 
interior. 


IV.3.Jocul 

Ana Blandiana exploateaza, in versurile ei, si tema inocentei lumii, fie virata inspre o 
conotatie negativa ( Seminte de piatra), ca pierdere iremediabila a rostului firesc al existentei, 
fie perceputa in corelatie cu o alta tema, cea a copilariei. 

Ludicul apare ca esenta a varstei inocentei, care este copilaria. Ana Blandiana 
construieste aici o antiteza intre aceasta varsta aurorala a omului (cu trimitere catre ideea 
puritatii fiintei) si varsta adulta, cea a pervertirii inocentei originare, cea a descensusului 
moral, cea a sfasierii eului: „Ma joc cu copiii care vor deveni adulti/ Incercand sa aman clipa/ 
Cand le va face placere sa ma sfasie,/ Deveniti adulti,/ Tot mai adulti,/ Tot mai multi,/ Mult 
prea multi,/ In timp ce eu raman singura in copilarie.” 28 

Ispita retragerii in copilarie, refuzul devenirii sunt tot atatea semne ale alterarii 
individuatiei intr-o lume-analogon al unei infraexistente. 
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Abstract: Happenings from The milky: Sun’s Night is one of the first George Balaita’s works, being 
published in 1967. The critical reception is poor in this direction and this may be the result of the lack 
in abidance by a particular literary: species. Razvan Voncu talks about this writing as a pseudo¬ 
fairytale, Mircea Breaz as an oneiric novel, the author himself as a short paremiological novel and 
Alex. Stefanescu draws a line at fantastic fiction. Therefore, in this paper 1 will try to underline the 
hybrid character of it through the iden tification of the specific - but various - elements. 

Keywords: paremiological, oneiric, pseudo-fairytale, fantastic, the fox motif. 


Publicat in 1967 si reeditat in anul 2011 in volumul Opere II: Morocco (I) alaturi de 
Noptile unui provincial, Intamplari din noaptea soarelui de lapte este un roman pentru copii, 
al carui personaj principal este un pusti indraznet, dar mai ales curios, pe nume Cantemir. 
Alex. Stefanescu se limiteaza la a categorisi aceasta carte drept o „proza ludica” scrisa cu 
„fantezie”, careia nu ii reneaga particularitatile suprarealiste, insa nu ezita sa traga un usor 
semnal de alarma asupra exagerarilor facute cu privire la acest aspect: „s-a vorbit - 
exagerandu-se, dar nu mult - despre suprarealismul acestei proze ludice” 1 . 

Cartea este impartita in doua parti si in 16 capitole, fiecare dintre acestea regasindu-1 
pe Cantemir in diverse ipostaze ale cunoasterii lumii inconjuratoare: atat a celei aievea, cat si 
a celei fantastice, preluata din lumea basmelor si a povestilor. Privita per ansamblu, scrierea 
aduna o serie de personaj e si motive preluate din literatura romana si universala, pe care micul 
personaj le descopera in momente diferite: Mica Sirena, lapona ( din scrierile lui Hans 
Christian Andersen ); vulpea, Miezila, dracul, Zorila, Stan, Jumatate-de-om-calare-pe- 
jumatate-de-iepure-schiop, Somnul Pamantului, motivul calului, formule de expresie specifice 
basmului, preluate din literatura autohtona, din basme si legende populare, dar si din scrierile 
lui Creanga ( Povestea lui Harap-Alb, Povestea lui Stan Patitul etc.). 

in prima parte, micul Cantemir primeste de la sotia padurarului un pui de vulpe, pe 
care nadajduia sa-1 invete sa vorbeasca; se apropiase finalul lunii aprilie, iar vulpea nu reusea 
sa scoata niciun cuvant. Dezamagirea baiatului fu evidenta, insa ii trecu repede supararea, 
consolandu-se cu gandul ca nu toate care exista sunt aidoma celor din povestile citite de el: 
„Vulpile, isi spunea el, au alte obligatii. Cred ca numai cele foarte intelepte ajung sa 
vorbeasca si nu tocmai una foarte inteleapta s-o fi lasat prinsa de nevasta padurarului. Sau 


1 Alex. Stefanescu, Stefanescu, Alex, La o noua lectura: George Balaita, m ..Romania literara”, nr. 27, 2004. 
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poate abia spre batranete reusesc si ele sa indruge vreo vorba, doua, iar pentru asta trebuie 
multa rabdare” 2 . Actiunea incepe intr-o seara cand baiatul se-ndrepta cu o sticla de lapte spre 
cusca ce-i servea drept adapost micutei vulpi, insa este luat prin surprindere de intuneric. in 
cele ce urmeaza, Cantemir este nevoit sa parcurga un fel de drum initiatic: mai intai poarta un 
dialog cu batranul cires din curtea matusilor, cuprins de bruma, desi afara putea fi resimtita 
blandetea primaverii. Mai apoi, se reintalni cu Frica-de-intuneric, „una din cele mai bune 
prietene ale lui /.../ o doamna neinchipuit de slaba, cu mustata rara si maini strambe, subtiri ca 
vrejul de dovleac. Ea avea pareri cat se poate de ciudate despre toate lucrurile din lumea 
asta.” 3 . Alte personaje care i se ivesc in cale sunt: Umbra, pare-se, o sora mai mica a Fricii-de- 
Intuneric, in fata careia avu mai mult succes, alungand-o cu multa vorba, o fiinta: jumatate 
turbina, jumatate farmacist, „aducand din profd cu o masina de scris” 4 , care ii cere copilului 
sa isi puna o dorinta, insa il dezamageste, neimplinindu-i-o. Mai tarziu, il regasim pe baiat in 
ipostaza de elev performant la matematica. Cantemir este crescut de doua matusi: Amalia si 
Magdalena, mult asemanatoare si, totusi, pe alocuri atat de diferite; una dintre aspectele care 
le diferentiau era legat de ritmul discursului si de rapiditatea cu care acestea interveneau 
verbal: daca cea dintai vorbea foarte rar, ma’ Magdalena foarte repede, insa, cantitativ, la fel 
de mult. Cea dintai parte se incheie cu o asa-zisa intamplare a baiatului dintr-o tabara la mare, 
de unde fusese cat pe ce sa fie expulzat din cauza unei escapade la helesteu unde le spusesera 
pedagogilor ca mersese pentru a vedea delfinii, dar ca, in schimb, se intalnise cu „Sirena cea 
mica”. 

A doua parte urmeaza cursul primei, astfel ca micul Cantemir isi continua traseul 
initiatic, descoperind timpul si locul - repere de o importanta deosebita in opera lui George 
Balaita. In Urea baiatului pare sa se instaleze treptat intelepciunea sau - mai bine spus - 
resemnarea adultului in fata timpului necrutator: „ - Fii atent, baietas /.../ nu cumva cauti ziua 
de ieri? // - In curand cea de ieri o sa fie cea de alaltaieri, zise baiatul fara sa se piarda cu 
firea.” 5 . „Profesia lui George Balaita este farmecul” 6 spunea Alex. Stefanescu - si nu a gresit, 
daca stam sa judecam dupa lejeritatea-i caracteristica, dupa fluenta discursului atunci cand 
abordeaza alegoria: „«De ce razi?» 1-a intrebat atunci ma’ Amalia. El ii spuse de ce rade, 
iar amandoua batranele il privira cu palmele la gura, mirate si serioase. «Noi, copiii, de ce 
nu purtam? N-am vazut niciun copil cu porcaria asta in gura». «Nu rade, spuse ma’ 
Magdalena, nu rade, baiete, ai sa fii si tu mare» /.../ «Pe cuvantul meu de pionier daca nu 
stiu», a ras baiatul.” 7 . O alta amprenta a scriitorului prezenta si mai puternic in operele de 
mai tarziu, in special in romanul Lumea in doua zile , este predilectia pentru ras, insa nu pentru 
acela tamp sau, sa-i spunem mai bland, facil, ci pentru acela cathartic, rezultat din imbinarea 
comicului cu tragicul. 

in capitolul XIV, copilul intalneste „un om de statura mijlocie”, alaturi de care 
urmareste lupta dusa intre pestii mari si mici, iar invingator in fata unei mrene de trei palme 
iese un caras de una, ce insfaca pestele mai mare. Aceasta batalie este corespondenta luptei 
dusa in basme intre bine si rau. in cele din urma, omul ajunge sa tradeze un alter-ego al 
autorului: „intr-o zi te iau ucenic, striga la randul sau omul din departure /.../ glasul i se mai 
auzea si rasul lui care vindeca bolile, si pe urma nici rasul”. 


2 George Balaita, Intamplari din Noaptea Soarelui de Lapte, Ed. Tineretului, Bucuresti, 1967, p. 9. 

3 Ibid, p. 15. 

4 Ibid., p. 24. 

5 Ibid., p.51. 

6 Alex. Stefanescu, Unpix ieftin in locul stiloului cupenifa deplatind, in revista ..Romania literara ", nr. 48, 2005. 

7 George Balaita, Op. cit., p. 55. 
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Unul dintre personajele care anima acest epos este Frica-de-intuneric, despre care 
George Balaita mentioneaza in acelasi interviu acordat Iolandei Malamen: „In copilarie imi 
era teribil de frica de intuneric. Am scris o carte care se numeste: intdmpldri din noaptea 
soarelui de lapteJ..J Este un scurt roman paremiologic, ca sa zic asa. Copiii destepti il citesc 
cu bucurie. Si adultii destepti, la fel. /.../ e un roman de o suta de pagini, in care exista si un 
personaj care se numeste Frica-de-intuneric. Da, rni-a fost de nenumarate ori frica in viata, 
desi nu sunt un fricos. Si acuma imi este frica. Ti-e frica de fel si fel de chestii, dar, repet, nu 
sunt un fricos. Nu vreau sa adaug nimic la spusa asta.” Asadar, micul Cantemir nu este 
altcineva decat micul Balaita, a carui imagine o regasim mai pregnant la pagina 40, din 
perspectiva deja a adultului, care le cunoaste indeaproape pe cele doua matusi, dar si pe micul 
Cantemir, inca de cand acesta invatase sa numere pana la sapte. Scrierile lui Balaita nu sunt 
lipsite de asemenea trimiteri - ne aducem aminte de Naum Capdeaur, un tanar in destinul 
caruia se ascunde o parte din viata autorului: ramane devreme orfan de mama, se preocupa de 
scrierea cronicii Adamilor; de asemenea, nici Lumea in doua zile nu face exceptie de la 
regula, intrucat in imaginea Feliciei se reflecta aceea a sotiei sale. 

Incadrarea volumului cu exactitate intr-o specie literara este ceva mai anevoioasa, 
acesta fiind motivul pentru care il vom gasi categorisit drept roman oniric (Mircea Breaz), 
scurt roman paermiologic (George Balaita), pseudobasm (Razvan Voncu). Probabil, 
dificultatca categorisirii consta in insusi amalgamul de elemente epice si lirice care jongleaza 
constant, accentul cazand cand pe discursul liric, incarcat de forta imaginative implacabila, 
cand pe cel epic, ce vine in conturarea unui epos unic, pe alocuri fantastic, pe alocuri oniric, 
alteori suprarealist populat de personaje care mai de care mai exceptionale: Frica-de- 
intuneric, Umbra, Nu-vreau-sa-fiu-pisat, Ciresul, Umbra, poarta, Graba-strica-treaba, cartea 
etc. inca de pe acum se poate observa fara dificultate ca aceste creaturi nu sunt altceva decat 
necuvantatoare preluate din viata de zi cu zi, obiecte si fiinte care din banala uzitare casnica 
primesc si una spirituals (matematica, ciresul, cartea, sticla de lapte etc.). Totul se transforma 
in jurul baiatului, prinzand viata si ghidandu-1. 

Mai departe, se va incerca o posibila categorisire a acestei scrieri in functie de specia 
de apartenenta, astfel ca se va lua in considerare mai intai aceea a lui Mircea Breaz; astfel, 
literatura onirica era pentru Dumitru Tepeneag, unul dintre cei mai reprezentativi teoreticieni 
ai curentului in literatura noastra, o izvorare din suprarealism si fantastic. Astfel, spunea el: 
„Eu nu povestesc un vis, ci incerc sa construiesc o realitate analoga visului. Mai mult, 
realitatea inconjuratoare, uzata de privire si de logica [...] con(ine tot atatea, daca nu chiar mai 
multe elemente onirice ca un vis obisnuit. Suprareali§tii s-au straduit §i ei sa detecteze aceste 
elemente stranii din realitate [...], dar au procedat ca ni§te reporteri in cautare de insolit, adica 
fara voinfa de a construi cu aceste elemente o alta lume, o lume paralela asemanatoare 
visului” 8 . In articolul Dumitru Tepeneag si poetica romanului oniric, publicat in Convorbiri 
literare, Serban Axinte delimiteaza diferentele dintre onirism si suprarealism, avand la 
fundament teoriile lui Tepeneag; astfel, principala distinctie intre cele doua directii aparent 
similare consta in faptul ca suprarealismul presupune un refuz al realitatii, mizand pe iesirea 
din cotidian, pe cand oniricul opereaza cu realitatea exterioara, dar vorbim despre o „realitate 
de gradul al doilea” 9 . Revenind la teoria lui Mircea Breaz, teoretician al literaturii pentru 
copii, Intdmpldri din noaptea soarelui de lapte poate fi considerat drept un roman oniric 
pentru copii, din seria, spune el in studiul Noi dechideri textual-tematice in literatura pentru 


8 Dumitru Tepeneag, In cautarea unei definitii, m revista „Luceafarul ”, nr. 25, 1968. 

9 Serban Axinte, Dumitru Tepeneag §ipoetica romanului oniric, in revista „Convorbiri literare”, aprilie, 2013. 
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copii, kinderbildungsromanului, alaturi de Inchide ochii si vei vedea orasul, de Iordan 
Chimet, „ambele romane alternative romanesti la Poveste fara sfarsit a lui Michael Ende /.../ 
Intamplari din noaptea soarelui de lapte fund mai mult decat un mic-Print autohton” 10 . 

Revenind la repartizarea facuta de Insusi autorul, romanul poate fi privit din 
perspectiva paremiologica, fapt pe care nu-1 trece cu vederea nici Mircea Breaz, numindu-1, 
totodata, un „roman al cuvintelor”. Surprinzatoare sunt proverbele si zicalele prea bine 
cunoscute preluate in special din limba populara, fapt care ii confera autorului - cu 
indulgenta, desigur - un caracter oral, apropiindu-1 de Creanga, fata de care nu ezita sa-si 
manifeste aprecierea intr-un interviu acordat in anul 2006 Iolandei Malamen in revista 9am: 
„geniul, cu adevarat cred ca destul de putini il au la noi. in orice caz, Creanga este unul” * 11 . 
Oricum, preferinta pentru proza lui Ion Creanga nu reprezinta un secret, pornind de la 
aplecarea asupra fortei cuvantului pana la recuzita de elemente si personaje care-i stau la 
fundamental actului de creatie. Teoria lui George Calinescu din studiul Ion Creanga , conform 
careia Creanga si Anton Pann nu sunt folcloristi, simpli culegatori de proverbe si zicatori, ci 
eruditi in adevaratul sens al cuvantului, „structura scrierilor lor fiind aceeasi ca in opera lui 
Rabelais: adica o jovialitate enorma, care inabuse cel mai neinsemnat fapt intr-un roi de 
citate” 12 , se aplica si in cazul lui Balaita, care nu colectioeaza pur si simplu proverbe pentru ca 
mai apoi sa le includa aleatoriu in procesul scrierii, ci acestea au drept scop provocarea 
rasului, a bunei dispozitii, dar si crearea unui soclu stilistic rezistent: 

„ Baba buna 
Si mai bund, 

Baba dulce, 

Baba de noua feluri de bube, 

Baba alba, 

Baba neagra /.../ 

Sa mancati, 

Sa ospatati, 

Pe Cantemir cel mic sa-l iertati. ” 13 ( descantec). Sau: „Ce-i cu tine, esti intr-o ureche?”, „Stai, 
Magdalo, ca nu dau turcii” 14 , „trag si eu nadejde ca spanul de barba” 15 , „parca pentru o vorba 
vie, gura lui cerea chirie, si rumega vorba ca oaia iarba, ca stii tu, baiete, lenea e cucoana 
mare, care n-are de mancare, si i-e lene sa si vorbeasca, dar inca sa mai munceasca, fiindca 
toti copacii infrunzesc, dar multi din ei nu rodesc” 16 , „Nu stie ca toate cate le zice omul sunt 
vorbe; si minciuna este vorba. Ca se stie, draguta: Vorba-n colturi si rotunda/ Fara cercuri se 
infundd.”, „Nu intotdeauna cine are gura de vorbit are si cap de candit” 17 , „butoiul gol zgomot 
mare face” 18 , „Frunza verde de dai n-ai, unde pui nu mai gasesti. Sa nu umblam dupa 
potcoave de cai morti. De pomana cautam coada prepelitei, si tot taiem frunza la caini.” 19 
(proverbe si zicatori) etc. In acest sens, relevant este personajul-alegoric Nu-vreau-sa-fiu- 


10 Mircea Breaz, Noi deschideri textual-tematice in literatura pentru copii in 
http://www.ccdcluj.ro/Fisiere/2015/preuniversitaria/Preuniversitaria_CDI/Breaz_Mircea.pdf. 

11 http://www.9am.rO/stiri-revista-presei/2006-07-18/placerea-scrisului-ma-diabolizeaza.html#ixzz4Pwl9Z2dx 

12 George Calinescu, Ion Creanga, Ed. Minerva, Bucuresti, 1978, p.264. 

13 George Balaita, Intamplari din Noaptea Soarelui de Lapte, pp. 76-77. 

14 George Balaita, Op. cit., p. 35. 

15 Ibid., p. 39 

16 Ibid., p. 83 

17 Ibid., p.38 

18 Ibid., p. 16 

19 Ibid., p. 98 
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pisat, o ipostaza a pustiului, care apare mai ales in timpul intalnirilor sale cu Umbra: „Umbra? 
Cicalitoare, pisaloaga, tot mereu cu sfatul pe limba. /.../ Cat despre Nu-vreau-sa-fiu-pisat, in 
afara infatisarii lui neobisnuite, nu avea nimic deosebit. Un robot, un tip care face numai ce-i 
spui sa faca, unul care tine locul oricui ii trece prin cap sa mearga la masa. Mai bine 1-ar 
chema in-loc-de” 20 ; proverbele, dupa cum era de asteptat, sunt rostite fie de Umbra, fie de 
matusile sale, Magdalena si Amalia, fie de Ciresul batran sau de Cal, asadar, de indivizii 
experimentati. Astfel, pe langa inentia de a crea comicul, se recurge la aceeasi intentie clasica 
din literatura, si anume a transmiterii valorilor morale si spirituale neinitiatului, reprezentat 
prin imaginea copilului; intre valorile de aici se numara: adevarul, hamicia, chibzuinta etc. In 
studiul Literatura pentru copii: repere teoretice si metodologice, Mircea Breaz vorbeste 
despre trei componente ale scrierilor paremiologice: „a) o persoana careia i se adreseaza 
sfatul, in cazul nostru, copilul, ca beneficiar posibil al unor experience de cunoastere a lumii, 
b) o comportare indicata sau contraindicata, in tennenii unor atitudini sau ai unor actiuni 
dezirabile si c) un element de relatie, respectiv o imprejurare, un agent, o situatie sau un 
anumit context, in legatura cu care se da un sfat, respectiv se prescrie un anumit 
comportament dezirabil.” 21 . Micul Cantemir apare, deci, ca o persoana careia i se adreseaza 
sfatul, pe care il primeste in urma unei comportari contraindicate, cum ar fi dovada lipsei de 
atentie in fata celor spuse de matusile sale: „Ce-i cu tine, esti intr-o ureche?” (c - 
imprejurarea). 

Justificat este si termenul utilizat de Razvan Voncu, si anume cel de pseudobasm, 
Micul Cantemir reprezentandu-1 pe eroul clasic, specific basmelor, care trece printr-o serie de 
incercari initiatice. Astfel, fara a exagera prea mult, Intamplari din noaptea soarelui de lapte 
se inscrie pe cele doua planuri din Estetica basmului a lui George Calinescu: mai intai in cel 
„prozaic”, prin „obraznicia”, curiozitatea excesiva ale baiatului, facand apel la problema vietii 
individuale 22 ; mai apoi, prin personajele simbolice (Serila, Miezila, Zorila), prin aparitia 
personajului Frica-de-Intuneric, in cel de-al doilea plan, „hieroglific, sau simbolic, mai 
limpede, poematic, ce se impune constiintei prin sugestii. Astfel, oricat intamplarea dintre 
soare si luna este o drama sexuala, totusi nu putem inlatura adevarul astronomic al succesiunii 
soarelui si lunii. Serila, Miezila si Zorila /.../ nu pot fi intelesi esteticeste numai in plan 
prozaic, fara ideea poetica a succesiunii a trei momente de cronologie diuma.” 23 . De 
asemenea, inca de la inceput, apare imaginea puiului de vulpe, primit de catre Micul Cantemir 
de la sotia padurarului. Intentia baiatului este de a-1 „domestici”, de a-1 invata sa vorbeasca, 
dar mai ales, de a-1 ghida sa se deprinda cu alimentatia vegetariana: ii da sa manance cirese, 
lapte etc. Se pune interbarea: de ce vulpea? „Este unul din principalii protagonisti din basmele 
despre animale §i din fabule, fiind incarnarea sirctcnici, falsitatii, prefacatioriei, linguselii, 
egoismului, furtisagului, vicleniei etc.” 24 . Asadar, alegerea vulpii nu fost aleatoare, intrucat 
natura acesteia ii este condordanta incapatanarii specifice copilului Cantemir; o fiinta 
obedienta nu 1-ar fi starnit, nu 1-ar fi ambitionat. De asemenea, domesticirea vulpii 
alegorizeaza procesul de maturizare prin care insusi copilul este nevoit sa treaca; 
comportamentul fata de vulpe il reitereaza pe acela al adultilor fata de el, semn ca drumul spre 
ipostaza de adult a-nceput. Acelasi motiv este intalnit si in Micul print , de Antoine de Saint- 
Exupery: „0 vulpe inleleapta ii arata ca apropierea de o faptura presupune un mic miracol al 


20 Ibid., p.31 

21 Mircea Breaz, Literatura pentru copii: repere teoretice $i metodologice, Ed. ASCR, Cluj-Napoca, 2013, p.149. 

22 George Calinescu, Estetica basmului, Ed. Pergamon, Bistrita, 2006, p. 243. 

23 Ibid., p. 244. 

24 Ivan Evseev, Dicfionar de simboluri fi arhetipuri culturale, Ed. Amarcord, Timisoara, 1994, p. 202; 





610 


Iulian Boldea, Cornel Sigmirean (Editors) 

MULTICULTURAL REPRESENTATIONS. Literature and Discourse as Forms of Dialogue 
Arhipelag XXI Press, Tirgu Mures, 2016 
ISBN: 978-606-8624-16-7 
Section: Literature 


imblinzirii, in urma caruia nici prinful, nici faptura de care s-a apropiat nu mai sint aceiasi. A 
imblinzi pe cineva inseamna a-1 desprinde de multimca anonima a celor care ii seamana si a-i 
recunoa§te, a-i descoperi unicitatea, afirmindu-fi in acela§i timp propria unicitate. Dezamagit 
initial sa descopere ca floarea sa iubita e un simplu trandafir ca oricare altul, micul print, 
infelege cu timpul ca floarea sa e neasemuita nu pentru ca ar (i mai frumoasa decit altele, ci 
pentru ca este a lui. Tocmai pentru ca este a lui, floarea are nevoie de el, de ingrijirea lui, dupa 
cum §i micului print, ea i-a devenit indispensabila. Imblinzind, te imblinze§ti totodata, devii 
prin urmare vulnerabil, pasibil de suferinfa, de pierderi si desparfiri.” 25 , chiar daca rolurile 
sunt inversate, vulpea din cunoscuta poveste fiind „una din cele intelepte”. 

Pe final, puiul de vulpe apare in ipostaza de initiata, ajungand sa manance „supa cu 
galuste, dulceata de visine, paine cu unt, turta dulce, niciodata carne, zeama de zarzavat, 
morcovi, salata de rosii, se va dovedi neintrecut in folosirea cutitului si a furculitei, si, de 
necrezut, in mijlocul cardului de gaste va paste” 26 , intr-o noapte, insa, un alt pui de vulpe, al 
celei domesticite de push, se va prezenta in ipostaza initiala a mamei sale, cea salbatica, semn 
ca orice proces de initiere presupune efort si multa rabdare, cum insusi precizeaza Micul 
Cantemir. 

Alex. Stefanescu se rezuma doar la notiunile de „carte pentru copii” si „proza 
fantastica”; fantasticul, components a suprarealismului, presupune o ruptura de timpul si 
spatiul reale si o evadare in atemporalitate. Chiar daca intervin pe alocuri elemente din sfera 
fantasticului, precum metamorfozarea (veverita care se transforma in iada), scrierea nu poate 
fi considerate pur fantastica, intrucat fantasticul atrage dupa sine insolitul, sentimentul 
ambiguitatii; mai mult decat atat, „evadarea” micului Cantemir din realitate nu face decat sa-1 
apropie si mai mult de aceasta, incercand s-o inteleaga prin prisma experientei de viata ( mai 
bine spus - a lipsei acesteia) si a celei a lecturii, trecand-o printr-o sita in care se perinda toate 
povestile si basmele la care copilul a fost martor: „Dar in cartile pe care le citise, vulpile 
vorbeau romaneste si erau atat de viclene, incat reuseau sa insele cu usurinta corbi, ursi si alte 
vietati, ba chiar si oameni” 27 . Un alt pasaj semnificativ in acest sens este: „Doua paseri 
maiestre il atinsera pe baiat cu aripile lor inchegate numai si numai din pene lungi de luna /.../ 
trecu Agerul-pamantului, si Somnul-pamantului, si Dale-pasare-mare, trecura Soarecele, Leul, 
Cocosul, Lupul, Motanul, Bufnita, si inca Jumatate-de-om-calare-pe-jumatate-de-iepure- 
schiop, si Batranul din padure, si Ursul, si Sarpele. Si Vulturul, toti venira si plecara in tacere. 
Iar baiatul, printre ei, nu avu timp de intrebari, ci numai ochi de vazut si urechi de ascultat. 
Dar urechile nu-i folosira la nimic, fiindca tacand acesti trecatori, ce era de ascultat tot cu 
ochii trebuia ascultat.” 28 . Asadar, imaginile care-1 bantuie pe „micul-Print autohton” 
(M.Breazu) nu sunt decat o plasmuire a ceea ce imaginatia reusise sa creeze de-a lungul 
timpului, ca rezultat al experientei lecturii; astfel, universul sau se proiecteaza din personaje 
preluate atat din literatura autohtona, populara si culta, cat si din cea universala ( Poveste 
taraneasca, Aleodor-imparat, culese de Petre Ispirescu, Punguta cu doi bani a lui Ion 
Creanga, Casuta din padure, de Fratii Grimm , vulpea din Micul Print etc.). 

Concluzionand, Intamplari din noaptea soarelui de lapte se inscrie in categoria 
prozelor de dimensiuni mai ample, scrise pentru copii, aparand drept o creatie atat onirica, 
prin reconstruirea realitatii intr-o alta realitate, imbinand pe alocuri elemente fantastice 


25 Andreea Deciu, Parabola micului print, in revista Romania literara, nr. 1, 2001; 

26 George Balaita, Op.cit., p. 108; 

27 George Balaita, Op. cit., p. 9. 

28 Ibid., p.85. 
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preluate din sfera suprarealismului, cat si paremiologica, un epos in care valorile 
fundamentale ale vietii ii sunt transmise pustanului neinitiat prin intennediul unor proverbe. 
in stransa legatura cu caracterul paremiologic sta acela de basm, de „pseudobasm” (Voncu), 
un basm modern, care trimite la Micul Print de Antoine de Saint-Exupery, Cantemir nefiind 
altceva decat un Mic Print autohton (fapt remarcat si de Mircea Breaz) care urmeaza un traseu 
initiatic spre maturizare. Paragraful care clarified misterul initierii este: „Vor trece anii si va 
creste baiatul pana la om, dar aceasta noapte va ramane intreaga si rnereu mai inteleasa cu 
trecerea vremii, insasi copilaria” 29 . Prin urmare, se dezleaga si misterul titlului acestui volum, 
format din patru substantive comune, unul in nominativ, doua in acuzativ, altul in genitiv, 
scrise cu majuscule, metaforizand copilaria - laptele trimitand la puritate, la matriarhat. 

in ceea ce priveste receptarea critica a acestui volum, vocile critice au intarziat sa 
apara, iar asta poate din pricina dificultatii in ceea ce priveste incadrarea acestuia intr-o specie 
anume, poate fiindca este conceput in special pentru cei mici sau poate din cauza 
amalgamului de elemente distincte ce construiesc forma si sensul acestei scrieri: 
intertextualitatea ce urmeaza a-si lasa amprenta asupra romanului Lumea in doua zile este deja 
prezenta, astfel ca discursul cunoaste anumite discontinuity care due la ingreunarea 
procesului de receptare a textului, insa motivele ce stau la baza crearii universului lui George 
Balaita sunt aceleasi, constant inmultite, toposurile si discursul epic la fel, singura modilicarc 
constand in calitatea jonglarii cu acestea: „Eu scriu tot timpul aceeasi carte care ia diferite 
forme. Una din ele este Cainele in lesa. Alta a fost Lumea in doua zile. Alta a fost inceputul 
unei giganterii pe care chiar am de gand sa o terrain si care s-a numit Ucenicul neascultator ”, 
spunea George Balaita in acelasi interviu acordat Iolandei Malamen. Ca scrie aceeasi carte, e 
putin probabil, insa personajele, simbolurile si motivele se perinda de la inceputul activitatii 
literare pana-n prezent. 
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Abstract: The purpose of this research is to show that between the years 1970 — 1990 the short stories 
of the Echinox writers were influenced by the modem and postmodern models. The method that 1 used 
in this writing is the comparison and the analysis of the written refferences. Split in two generations , 
the ‘70s and the ‘80s, the writers around the Equinox magazine managed to individualize themselves 
in the Romanian literacy space as literary group led by the same objectives. The features that 
customize their work give them an individuality among other generations or groups: the realism that 
transforms into fantastic, the use of the parable and the symbols that allow revealing of the true 
intentions, the textualism seen as a modality of expression, not to explain the narrative, but to allow 
insertion of the personal element into the text, the irony and the sarcasm defined as the intellectual 
type of that period. 

Keywords: modernism, postmodernism, Echinox, short stories, tendencies 


La rascruce de transformari sociale si culturale, apare la Cluj, in 1968, revista Echinox, 
ca revista a studentilor de la Universitatea Babes Bolyai. Aducand o schimbare de mentalitate 
si o noua abordare a culturalului, revista si oamenii din jural sau incearca sa croiasca un drum 
propriu intr-o atmosfera marcata de trecerea de la modernism la postmodernism, aspect ce se 
va rasfrange in operele literare ale scriitorilor sai. 

In literatura din Europa si din Statele Unite termenul de postmodern a aparut dupa al 
doilea razboi mondial. In Romania, cum era si de asteptat datorita contextului social si politic, 
anii ’60 schimba macazul literaturii, insa doar trecand de la modernism, la un modernism 
prelucrat, tarziu, fara a face saltul urias catre postmodern. Literatura anilor ’70 va putea fi 
pusa sub semnul unei postmodernitati timide, spatiul literar fiind inca dominat de romanul 
politic. Mircea Cartarescu plaseaza inceputurile postmodemitatii in anii ’70, precizand insa ca 
„Despre o atitudine explicit si constient postmoderna se poate vorbi insa in lumea romaneasca 
abia dupa 1980.” 1 , perioada in care scriitori importanti ai momentului se scutura de un 
modernism prafuit si se indreapta spre formule noi, „nemodemiste”. Generatia ’80 paseste 
insa in postmodernism trecand peste cultura europeana, tintind direct catre abordarea 
postmoderna americana. De la modemismul tarziu din anii ’60 incarcat de macroistorie, 
parabole, de imagini halucinante ale realitatii, de caractere tragice, de situatii limita, se ajunge 


1 Mircea Cartarescu, Postmodernismul romanesc, Editura Humanitas, Bucuresti, 1999, p. 16 
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in anii ’80 cu poezia, apoi cu proza si critica literara la ironie si sarcasm, la elemente prozaice, 
la abordarea marantului si a derizoriului, la mistificare. 

Ca orice nou curent, postmodemismul se rape de modernism, aduce inovatii pe plan 
tematic, narativ, problematic, vine cu o noua viziune ontologica si pune sub semnul 
paradoxului relatia realitate - fictiune. Ihab Hassan defineste postmodemismul ca Hind 
terenul cultural al tendintelor opuse. Critica literara gaseste in scrierile postmodeme o invazie 
a cotidianului cu tente parodice si ironice. Obisnuitul, derizoriul si prozaicul sunt acum in 
lumina reflectoarelor. Faptul marunt si aglomerarea de detalii nesofisticate, marantul zilnic, 
banalul strazilor constraiesc opere in care autobiografismul e baza de pornire si sursa de 
inspiratie. Realul si fantasticul se impletesc, se combina, se suprapun si de multe ori realul nu 
mai poate fi disociat de fictiune. Misteral nu mai e in sacra, ci in profan. Ludicul duce 
personajele pe scena vietii ca teatra, le pune sa joace in roluri pe care si le constraiesc din 
mers, de multe ori scrierile luand intorsaturi neasteptate, cititoral neanticipand finalul. 

La Echinox colaborau in cea mai mare parte scriitori ardeleni, nascuti in Transilvania, 
scoliti tot aici. Revista publica texte de toate facturile: poezie, proza, studii de filozofie, 
articole stiintifice. O pondere insemnata a avut-o in paginile revistei proza, la Echinox 
publicand nume mari ale literaturii: Eugen Uricara, Alexandra Vlad, loan Grosan, loan Radin, 
Mircea Ghitulescu, Mihai Constantin Runcanu, Horia Ursu. 

Scriitorii Echinox isti isi cauta drum de la un modernism tarziu incarcat de parabole si 
tragismul caracterelor si al situatiilor la postmodemismul ale carai influente veneau de peste 
hotare. Modernismul ridicase romanul, in timp ce postmodemismul avea o predilectie pentra 
proza scurta. Cu nuvela sau cu povestirea se ajungea mai repede la punctul final, se expuneau 
in cateva pagini ideile, se putea contura bine un aspect. In literatura dramul e de la proza 
scurta catre roman, toti scriitorii incepand cu povestiri, schite, nuvele, pentra ca apoi sa 
ajunga la roman si doar unii sa se intoarca iar spre proza scurta. Considerandu-se ca genul 
scurt nu poate veni cu adevarat in sprijinul realitatii, perioada moderna il trece pe planul 
secund, dand suprematie romanului. In anii 1960 - 1970 are loc o revigorare a genului scurt. 
Scriitorii incearca sa aduca in prim plan scrierile scurte cu subiecte din realitate, dar pentra ca 
intinderea lor nu poate cuprinde cu adevarat puternicele trairi sufletesti, realitatea sociala cu 
zbuciumul ei, povestirile, schitele si nuvelele descriu un arc de cere numit parabola si sub 
aceasta umbrela infatiseaza cititorilor dimensiuni surprinzatoare. Asa apar celelalte tendinte 
ale postmodernitatii: tendinta pentra fabulos si miraculos, pentra neobisnuit, pentra ironie si 
anecdota si pe toate le vom regasi la scriitorii de la Echinox. Liniile scriiturii se simplified 
mult, realismul e crad, romantismul e prozaic, o anume graba de a spune, de a scrie, de a 
informa, de a expune ii determina pe scriitori sa abordeze, mai hotarat, genul scurt. Pe de alta 
parte, cotidianul e revigorat, faptul marunt devine semnificativ, important, ca in generatiile lui 
Garleanu si Rebreanu. Cornel Regman sustine ca nuvelele ultimului deceniu „se inchid 
epicului si se deschid sensurilor, sunt cu alte cuvinte polisemantice.” 2 Desigur ca si in anii 
1970 - 1980 scriitorii parcurg acelasi drum, debutand cu proza scurta in paginile revistei 
Echinox in cazul de fata, editand un volum, pentra ca apoi sa se indrepte catre roman. 
Predilectia pentra proza scurta are insa si acoperire political publicarea unui roman era 
considerate o indrazneala. 

In anii ’60 atractia pentra fantastic era predilecta, insa in anii ’70 scrisul merge in trei 
directii tematice si de abordare. Prima directie este ilustrarea dramelor si psihologia realitatii 


2 Nuvela $i povestirea romaneasca contemporana, 1944 - 1974, Studiu introductiv, antologie si bibliografie de Cornel 
Regman, Editura Eminescu, Bucuresti, p. XVII 
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(ca in scrierile de inceput de la Echinox - autorii sunt domici de a prezenta fatis faptele, de a 
spune lucrurilor pe nume, ca in Aventurile tandrului Serafim a lui Radin). A doua tendinta 
este integrarea fantasticului, ca in prozele lui Eugen Uricaru (pentru ca fatisul era prea 
evident, se cauta o masca si iata ca alunecarea in fantastic pare scuza perfecta), iar a treia 
tendinta este prezenta livrescului, ca in scrierile lui Alexandru Vlad. Anii ’80 intorc insa fata 
literaturii catre umorul a la Caragiale. E de inteles tot acest drum social al literaturii, data Hind 
realitatea politica - e un traseu ce penduleaza intre a spune lucrurilor pe nume si a le trece in 
parabola, intre a pastra caracterul serios si a rade cu hohote, intre a puncta dramele si a arata 
cu degetul imperfectiunile. Scriitorii ardeleni echinoxisti se conformeaza tendintelor si, in 
ansamblu, operele lor respecta ideatic, tematic, structural ordinea vremurilor. 

S-a mai spus ca o trasatura importanta a scrisului generatiei este textualismul. Autorii 
abordau imediatul, palpabilul, doreau sa prezinte lucruri care se puteau verifica ori pe care le 
stia toata lumea, insa o faceau prin prisma unei realitati asaltata de tehnologie si incercau sa 
depaseasca formulele narative clasice. Textualismul e marca a studentimii, a spiritului care 
vrea sa treaca de bariera prea joasa a cumintelui. Parcurgerea prozelor scurte ale vremii iti da 
senzatia ca toate sunt amestecate, uneori subiectul nu merge linear, autorii sar de la unele la 
altele, explica, marturisesc, fac ocolisuri, se merge mult pe teatral, pe colaj, pe lipituri de 
scene si portrete, intr-o incercare de a explica, de a demonstra fara a spune prea rnulte, fara a 
spune direct, ci cu subintelesuri, cu nuantari. Multe scrieri curg plictisitor, inchise in ele, 
rotund, in lumile lor proprii, faurite chiar acolo, printre randuri si pe cateva pagini. Socialul e 
amestecat cu psihologicul, omul sirnplu e jos, laudarosii prea sus, intelectualul e indragit si e 
ales rnereu sa fie personaj principal. Textualismul e de ajutor in epoca. El poate infatisa si 
ascunde tototdata. Colajului de imagini i se alatura colajul de texte, scriitorii alegand sa 
insereze prin naratiunile lor nu doar gandurile personajului, ci si propriile lor ganduri, scrise 
cu italice, explicatii si memorii. Pana si genurile literare alese ajuta textualismul, cum sunt 
jumalul si memoriile, deoarece decupajele, organizate uneori pe zile, insirate pentru a realiza 
un tablou al epocii, se succed sacadat, fara inflexiuni, precis, sirnplu, concret. 

In acest context, dar si sub influenta scrierilor vremii, a traducerilor din limbi straine, 
si desigur si fortati de cenzura comunista, scriitorii echinoxisti vedeau lumea ironic. Umorul e 
unul de factura caragialiana si provine din onomastica, din absurdul situatiilor si din 
aparentele ce inseala. Se manifests preferinta pentru personajele marginale, oameni ai 
realitatii de fapt, insa prezentarea lor e una dura si comica totodata. Autorii isi selecteaza 
anume tipologii: insingurati, neadaptati, neintelesi ori neacceptati, oameni chinuiti de cotidian 
si in lupta permanenta cu ei si cu ceilalti. In toate volumele de proza scurta studiate, am gasit 
comunitati asemanatoare, indivizi pe care chiar si numele ii particularizeaza: Alexandrul lui 
Mircea Ghitulescu nu e doar un sirnplu Alexandru, e unul care isi pierde numele. Dare leu al 
lui loan Grosan aproape ca nici nu mai stie ce nume are; toata lumea ii zice doar asa, nu pe 
numele lui adevarat. Serafim al lui loan Radin e un inger pierdut printre oameni. 

Se scrie serios, apoi seriosul trece in bufonerie. Se scrie din real, apoi realul devine 
fantastic. Scrierile curg pur si sirnplu, intr-o invalmaseala de intamplari si oameni, scenele 
aluneca de la una la alta, dialogul e rar, se pune accent pe stereotipii, pe sarcastic, se 
construiesc personaje ce seamana de multe ori cu cele ale lui Caragiale, de parca toata 
gruparea vede in scrisul clasicului metoda salvatoare de a atentiona, de a pedepsi, de a atrage 
atentia. Scriitorii echinoxisti pun accent pe insalubrul societatii, pe cotidianul care deformeaza 
oamenii. Starea generala e una de amorteala, de multe ori ai senzatia ca faptele insiruite nu 
sunt reale, ci se petrec in visul personajului, ca acesta are halucinatii, ca delireaza. Ori parca 
ar fi o lume paralela, un univers dublat, mult deasupra, plutind apasator. Autobiograficul isi 
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spune de multe ori cuvantul, fie in scrieri de tip jumal, fie ca rasfrangeri ale naratorului in 
actul scrierii. Naratorii vorbesc mult prin personajele lor, isi spun oful si isi construiesc figuri 
specifice vremurilor totalitare, ce suporta limitari exterioare, dar incercand totodata o evadare 
interioara, in lumi fabuloase, fantasmatice. 

Pe parcursul aparitiei revistei, de-a lungul anilor, critica a considerat ca revista da o 
prea mare importanta prozei scurte, in defavoarea romanului. Multi scriitori s-au lansat in 
paginile Echinox, altii au fost purtati de efuziunea si de spiritul tanar al celor care infiintasera 
revista. Nuvela si schita sunt abordari imediate nu doar pentru economia spatiului, ci si pentru 
ca vin in sprijinul grabei cotidiene, proza scurta fund rnarca a postmodernismului: cititorul isi 
doreste sa lectureze rapid, sa afle imediat ce se intampla, sa dezlege pe loc misterele, lucruri 
pe care romanul le ascunde si le amana pana in diferite puncte culminante la care se ajunge 
mai tarziu. Pe de alta parte, Al. Th Ionescu remarca si un paradox al cititorilor: acestia prefera 
proza scurta nu neaparat din cauza timpului, ci si pentru faptul ca fata de romanul care ofera 
de cele mai multe ori un final, un deznodamant sigur, rezolvat, clar, proza scurta lasa loc de 
continuare a actiunii, invita la anticipare si la conducerea intamplarilor mai departe prin 
mintea celui ce citeste. E interesanta comparatia lui Al. Th Ionescu dintre proza scurta si 
roman: povestirea e „comunicarea unei experience pentru ca amintirea sa fie conservata” 3 si 
are o functie sociala si un caracter estetic, pe cand romanul, avand o functie estetica si un 
caracter social, nu trimite la nicio determinare exterioara. Ca proza scurta are o functie sociala 
e foarte clar: ea raspunde nevoilor imediate ale scriitorilor vremii de a spune aici si acum, de a 
clarifica, de a atentiona pe loc. De aceea scrierile scurte de la Echinox se aseamana atat de 
mult: ele iau omul si sub provocarea esteticului ll transforma, il spala de haina eroica si il lasa 
doar in camasa ironica si sarcastica a realitatii. Nu mai e in proza echinoxista mister si istorie, 
nu e mit, nu e legenda. 

Eugen Uricaru, unul dintre primele nume la Echinox, a participat, in vremea studentiei 
sale, la fondarea si redactarea revistei, fund intaiul redactor-sef al revistei in 1968, apoi 
redactor sef adjunct pana in 1971. In scrierile sale pune accent pe istorie, pe stiintele oculte, 
pe fantastic, creeaza lumi si traseaza o legatura intre personaje si trecut. Uricaru a vrut sa 
debuteze cu un roman, Rostirea catre Iona, dar din pricina cenzurii s-a vazut nevoit sa se 
limiteze la volumul de proze fantastice Despre purpura, proze fantastice (1974). Volumul 
confine de fapt fragmente din romanul Vladia pe care il terminase in 1971 dar a carui 
publicare ar fi fost o mare indrazneala. Dupa cum marturiseste in prefata volumului Vladia 
aparut, necenzurat, in 1997, Vladia inseamna in limba slava stapanire, putere, iar purpura era 
culoarea simbol a puterii. Uricaru, asemeni altor scriitori ai vremii, face apel la parabola 
pentru a-si expune ideile. Astfel are posibilitatea de a descrie lumea unui sat de munte, 
Vladia, un loc utopic cu personaje insingurate, misterioase. De fapt, dupa cum chiar autorul 
precizeaza, „Vladia e o lume si lumea e Vladia.”, in incercarea de a preciza ca parabola din 
scrierea sa are un temei real. Vladia poate fi un loc de refugiu, o lume paralela, imaginara in 
care sa te poti ascunde. E o lume inchipuita, construita pas cu pas de autor, poate pentru a 
ocoli ochiul comunist atoatevazator si pentru a nu oferi coordonate precise, dar cu siguranta si 
pentru a-si demonstra stilul de autor al spatiului. In tendinta vremii, apar la Uricaru aspectele 
modeme si postmoderne: amestecul de real si fantasitc, insertia cotidianului, aparitia faptelor 
marunte, banale, dialogismul scrierii. Autorul precizeaza sub titlul volumului ca scrierile sunt 
proze fantastice. De-a lungul schitelor, te poti intreba daca totul e real sau imaginat. Prima 
scriere chiar poarta titlul Invent&nd, iar fraza de inceput plaseaza actiunea in imaginatia 


3 Al. Th. Ionescu, Op. cit., p. 10. 
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personajului: „Din cand in cand ma due la Vladia si atunci cand hotarasc imi spun ca o fac in 
folosul ei.” 4 Fiecare personaj are povestea sa, gesturile sale, un portret alcatuit din aproape in 
aproape, explicativ, in stilul mozaicat al modernistilor. 

Eugen Uricaru foloseste din plin fantasticul. In scrierile lui realul se contopeste cu 
fictiunea, nu mai stii unde incepe si unde se termina fiecare, aspect specific operelor 
postmoderne. Uricaru scrie molcom, povesteste, se intoarce sa explice, sa detalieze. Dialogul 
e minim. Personajele vorbesc, insa redarea dialogului e trecuta in vorbire indirecta, ca o 
precizare scenica. Putem recunoaste in carte dialogismul postmodern al scrierii, autorul invita 
cititorul la comunicare, spunerea e la persoana I ca si cum s-ar sta de vorba cu un interlocutor. 
In Totul e in ordine nararea la persoana I duce totul intr-un registru personal, pune accent pe 
banalul actiunilor si obisnuiti cu extraordinarul modernist ne putem intreba la ce foloseste 
toata aceasta insiruire de gesturi marunte. 

Deoarece spatiul acesta inventat avea multe posibilitati si constituia nu doar o umbrela 
literara, ci si un motiv excelent de exploatat, Uricaru va relua tema Vladia si in alte scrieri ale 
sale : in romanul cu acelasi titlu sau in volumul de povestiri Antonia. O poveste de dragoste. 

Un alt nume important este cel al lui loan Grosan, care a facut parte din gruparea 
revistei Echinox unde si debutase in 1974. Debutul editorial are loc insa mult mai tarziu, in 
1985, cu volumul de povestiri Caravana cinematografica. Scrisul lui Grosan nu difera cu 
mult de al celorlalti scriitori echinoxisti. Si gama de personaje e aceeasi: profesori, 
intelectuali, ceferisti, adolescenti, toti intr-un iures de intamplari fantastice, nemaipomenite, 
toti niste particulari printre ai lor, neintelesi si neadaptati. 

In volumul de povestiri Caravana cinematografica Grosan aduce grotescul si 
carnavalescul intr-o desfasurare de ironie si mascarada, cu o scriere ampla ce da voie 
personajelor sa se desfasoare. El pune absurdul sa lucreze: masina in care se afla 
cinematograful ambulant e impinsa in sant de o cireada de vite. In scrierea O dimineata 
minunata pentru proza scurta comicul si absurdul se intalnesc: un tanar scriitor trebuie sa 
scrie trei pagini despre o vanatoare de fazani; dar fazani nu sunt, iar in bataia pustii apare un 
cerb. Vanatorul nu are permis pentru cerb, iar tanarul ziarist recunoaste ca nici nu are loc sa 
scrie despre un cerb. Vanatorii il due sa vaneze ciori. E minunata subtila parabola dintre 
fazani si ciori, dintre ceva ravnit si ceva prozaic, iar misiunea scriitorului e tocmai aceasta, de 
a se adapta si de a scrie ceva extraordinar despre ceva banal. 

Nicolae Oprea remarca in Literatura ,, Echinoxului" ca „Specificul prozei lui loan 
Grosan consta in acordul realizat intre o tonalitate grava si alta temperat satirica, intre 
solemnitate si zeflemea. Pare ca, in aria naratiunii, un notar constiincios este permanent dublat 
de un bufon pus pe sotii. Povestirile incep in registrul serios - obiectiv, cu perfide trimiteri la 
fraze consacrate.” 5 

Stilul ludic si carnavalesc specific postmodernismului ajuta proza lui Grosan sa se 
desfasoare larg, fara graba, personajele au timp sa se manifeste, sa se agite, subiectele sunt 
insolite. Livrescul lui loan Grosan, frazele sale care amintesc de Sadoveanu sau de Caragiale, 
parabolele oferite ca niste lectii, gasirea extraordinarului in fapte marunte, amestecul de ton 
grav cu satiricul, seriosul si ironicul, il fac un scriitor definitoriu pentru perioada 
potsmodernista, dar si pentru spiritul inovator al echinoxistilor. 

Membru fondator al revistei Echinox, Marcel Constantin Runcanu a fost redactor intre 
anii 1968 - 1969, iar pana in 1971 a fost responsabil de redactie. Debutul sau in revista nu e 


4 Eugen Uricaru, Despre purpura, proze fantastice, Editura Dacia, Cluj, 1974, p. 5. 

5 Nicolae Oprea, Literatura ,,Echinoxului”-partea intdi, Editura Dacia, Cluj Napoca, 2003, p. 205. 
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unul literar, Runcanu scriind mai intai interviuri, cronici de film, articole din viata 
studenteasca. In 1969 se decide sa scrie prirna sa proza, Ziua in care vin pestii. El aduce in 
plan literar trecerea de la sat la oras, spatiul santierului, lumea muncitorilor. 

In romanul Sepia aparut in 1973 autorul abordeaza tehnici narative noi: flashbackul, 
interiorizarea, analiza psihanalitica. Runcanu publicase un fragment din roman in Echinox, 
sub titlul Punch 250 (motocicleta lungului drum). Ovidiu P, eroul principal al romanului e un 
tanar provenit dintr-o familie numeroasa. Autorul nu pune accent pe intamplari, ci pe lupta 
interioara a personajului, pe motivatiile si zbaterile lui, totul fund accentuat si de notatiile 
fizice. Scrisul e alert, de parca scriitorul nu mai are rabdare sa aseze cuminte frazele, 
enunturile sunt juxtapuse, aproape se invalmasesc, totul marcand perfect nelinistea interioara 
a personajului. Runcanu lucreaza si in directia constructiei personajelor: eroii sunt narcisisti, 
buni, calzi, generosi, dar problematici si nelinistiti, inadaptati, luptand rnereu impotriva 
curentului, ducand o existenta dezordonata, orientata dupa legi proprii. Abordarea e serioasa, 
sobra, nu e cautat aspectul ilar. La Runcanu timpul se dizolva, nimic nu e precis, el nu 
inregistreaza meticulos momentele. Textele din volumul Nostalgii secrete (1976) aduc in 
central atentiei probleme noi, cum este neclaritatea faptului nud din schita Povestea 
sergentului fara trup ori eroziunea afectivitatii ca in Disparand intr-o bund zi. Scrisul lui 
Runcanu trece in psihanaliza in Fotografia, iar autorul presara mistere la tot pasul. Scenele 
sunt desprinse din cotidian, insa autorul trece rnereu cu ele in spatiul imaginar. 

Marcel Constantin Runcanu e un psiholog fin, urmand indeaproape pe Hortensia 
Papadad Bengescu si pe Anton Holban. Desi nu a fost un scriitor prolific, Runcanu a cautat 
rnereu materie care sa ii permita sa constraiasca personaje ce se fonneaza, se transforma, isi 
analizeaza existenta si cauta sa o transforme. 

Unul dintre cei mai importanti prozatori ai generatiei ’80, muresean de origine, Radu 
Tuculescu a colaborat la revista Echinox, unde a publicat proza si dramaturgic. Proza sa scurta 
se defineste ca una care imbina fantasticul cu sarcasmul cotidian, ca si cum omul, prin rasul 
sau zilnic, are nevoie sa se detaseze si sa intre intr-o alta lume unde poate trai cu adevarat, 
chiar in fabulatie. Personajele sale devin calatori, vesnic cautatori de adevaruri. 

Volumele Portocale si cascadori din 1978 si Gradina suspendata, volum aparut mai 
tarziu, in 1981, pun laolalta detalii ale existentei, evenimente fara insemnatate, dar care 
alaturate in acest colaj narativ reusesc sa constraiasca o lume inchisa, grava. Spatiul prozelor 
e unul divers, postmodern prin exceleta, o invazie a cotiianului: mediul cazon, orasul 
aglomerat, oraselul care se ridica, mediul aristocratic, provincia banala. Personajele incearca 
sa se elibereze de cercurile inchise care le sufoca si isi creeaza lumi fantastice: gradini 
suspendate, ca in povestirea cu acelasi titlu, planeta micului print, ca in scrierea In cere, scena 
ca in naratiunea In jurul padurii, unde Marc Braban, pictor, inventeaza un teatra cu un singur 
actor, el insusi. 

Volumul Portrete in miscare din 1986 este o serie de aproape o suta de mici schite 
satirice decupate din cotidian. Personajele sunt figuri memorabile, oameni obisnuiti deveniti 
emblematici prin actiunile lor, prin numele lor, prin felul in care actioneaza. Actiunea se 
petrece in medii diverse: in bloc, in tren, in piata, in autogara, pe malul Muresului. Scenariul e 
de fiecare data acelasi: in viata oamenilor se petrece ceva, are loc o schimbare, apare o 
raptura: personajul din In lift ramane blocat in lift, moment ce il determina sa manance ca in 
copilarie toate rosiile din plasa si sa se gandeasca la varsta prunciei. Radu Tuculescu scrie o 
proza incisiva, indrazneata, in care nu ezita sa critice defectele umane: prostia, egoismul, 
ingamfarea. Spatiul sau narativ se contureaza de la parabola istorica la realismul 
transilvanean, intr-o abordare originala care il plaseaza chiar printre scriitorii europeni. 
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Cunoscut si apreciat eseist clujean, nuvelist, prozator si chiar poet, Alexandru Vlad a 
frecventat sporadic redactia revistei Echinox ca si student. Tema sa principals e reamintirea. 
Nuvela care da titlul volumului de debut are ca personaje principale doi tineri intelectuali. 
Autorul e si personaj, el povestind din aceasta perspectiva, intr-o dedublare fina ca si cum ar 
trece dintr-o parte in alta a scenei, povestindu-si parca siesi. Alexandru Vlad pune accentul 
mai mult pe viata interioara a personajelor decat pe naratiunea in sine, iar descrierea 
grifonului si rolul sau par a stabili programatic rolul scriitorului in epoca. Si in celelalte 
scrieri scurte accentul cade pe viata interioara. In Vara libelulei actiunea se concentreaza in 
jurul unor adolescenti. Aici livrescul isi spune cuvantul si Alexandru Vlad alege sa isi spuna 
povestea cu ajutorul unui personaj care construieste texte pe baza trairilor celorlalti; povestite, 
intamplarile erau recunoscute de catre copii, insa spuse de Horea si auzite in acest fel de la un 
altul, pareau fantastice. Darul povestirii il paraseste pe Horea in momentul in care i se cere sa 
relateze o intamplare personala. In prozele din volumul Drumul spre Polul Sud, Alexandru 
Vlad manifests o preferintS pentru imaginea intelectualului si a conditiei sale. Credern cS il 
apropie totusi de optezisti starea aceasta de frSmantare simplS, intelectualS, zbaterea omului 
care isi cautS libertatea spiritului. Eroii lui Alexandru Vlad sunt unii alesi, deosebiti, la fel ca 
in naratiunile celorlalti scriitori de la Echinox. De remarcat la Alexandru Vlad rememorarea 
rememorSrii, cu un timp al rememorSrii, cu pagini in care alunecarea e modalitatea de tratare 
a subiectului, alunecarea in constientul personajului, in amintire, in trSire. 

Pozator si eseist, Horia Ursu e absolvent al facultStii Babes Bolyai din Cluj. A debutat 
in revista Echinox cu povestirea Cu soarele in fata. In volumul Interpretari pe teme date, 
Marian Papahagi il considers pe Horia Ursu ca Hind un observator atent de psihologii si 
comportamente. Il caracterizeazS greutatea si lancezeala scriiturii, fraza cSutatS si aranjatS, 
minutiozitatea, echilibrul si o seriozitate gravS. 

Personajul sSu din volumul de debut, Zenovie, e oarecum un tip ciudat, care 
contemplS si viseazS viata. A crescut sub aripa protectoare a unui tatS impulsiv si voluntar, 
Semproniu cel Mare. El e un naiv ce crede cS orice actiune din viata sa are o semnificatie 
simbolicS, ilustrarea acestei idei pornind chiar din titlul nuvelei - viata are un rners anume, 
totul e predestinat, fiecare ins are rolul sSu. 

Scrisul lui Horia Ursu, cu introspectii psihologice, alSturand tablouri decupate din 
vietile eroilor, e unui deloc usor de urmSrit; vietile oamenilor se intersecteazS halucinant, 
autorul explicand din aproape in aproape si prin fiecare calup de imagini adSugat ceea ce a 
spus adineaori. 

Personajele lui se miscS adormite prin scrieri, fiecare detaliu declanseazS o intreagS 
analizS de stSri. Iarba de august e o scriere organizatS in episoade care se succed molcom, cu 
intercalSri de amintiri si explicatii. Naratiunea e somnolentS, ardeleneascS. Gesturile 
bStranesti ale oamenilor sunt urmSrite si analizate in detaliu. Fiecare are rolul sSu emblematic: 
Goroncea e cSrutasul satului, Kurt e trompetistul, Pafnutie e paznicul. 

Horia Ursu preia de la scriitorii anilor ’70 ideea de bizar si insolit. El aduce in prim 
plan cand orasul si targul, cand satul ardelean, cu viata tihnitS, burghezS, cu ambitii mediocre. 
Accentul cade pe fapte mSrunte, pe gesturi, pe melodramS. Scrierile sale nu au continuitate, 
ele trebuie citite si privite separat, ca niste tablouri creionate rapid, insS analizate impreunS ele 
construiesc un univers simbolic. Notatiile sunt precise, e aici graba spunerii postmodeme, 
totul se roteste intr-un joe de carusel, oamenii par umbre, miscarile lor sunt cu incetinitorul. 
Mijloacele sale moderne il fac un scriitor artizan care contrapuncteaza dramaticul si 
patetismul, care aduce impreuna, pe acelasi plan, existenta si moartea, fatalitatea si inocenta, 
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parand interesat mai degraba nu de subiect, de povestea in sine, ci de rnodul in care poate 
spune aceasta poveste. 

Apartinand deja generatiei de optzecisti, Adrian Granescu face parte din al doilea val 
de redactori de la Echinox, scrisul sau indreptandu-se catre postmodernism. Volumul Un altfel 
de sfarsit contine 4 nuvele legate tematic in jurul povestilor de dragoste. Actiunea se petrece 
in anii ’70 si ’80. Stilul e unul de jumal, cu notatii la persoana I si a Ill-a, un amestec de trairi 
tineresti si mature. In prima nuvela, Ca o trestie, personajul principal, Andrei, rememoreaza 
intamplari din copilarie, iar strafulgerarile amintirilor unei iubiri cu Marina il obsedeaza. In 
trendul epocii, Adrian Granescu aduce in a doua nuvcff Jocul de-a medicul, un Andrei ce se 
vede fara niciun rost, „viata sa fusese o insiruire de banalitati mai mici sau mai rnari.”, o viata 
de care se spala mereu printr-un somn reparator. Volumele Lecturile mele particulare (2000), 
Insemnare a lecturilor mele particulare aduc o proza de alta factura, o proza lirica. Poemul in 
proza a aparut in perioada simbolista, dar a fost abordat si mai tarziu, de Geo Bogza sau de 
Ana Blandiana. Adrian Granescu il readuce in prim plan cu o serie de scrieri sensibile. 
Granescu se lasa cuprins de amintiri, tema predilecta e copilaria cu toate impulsurile si 
miresmele ei.. El introduce in spatiul literar formule inedite: urmareste acelasi personaj in 
toate scrierile sale, personajul e si narator, dialogurile sunt conventionale, aspectul de jurnal 
ridica faptele marunte, cotidiene la nivel de arta, tema sa majora Hind dragostea, tema 
prezenta in toate lucrarile sale. 

Profesor clujean, Tudor Dumitru Savu a absolvit Facultatea de Filologie a 
Universitatii din Cluj si a lucrat ca profesor in rnediul rural. Spatiul scrierilor sale e cel al 
Deltei Dunarii, loc in care realul poate fuziona cu fantasticul, manifestandu-se astfel 
predilectia lui Dumitru Savu pentru detaliile halucinante si grotesti. In volumul Marginea 
Imperiului scriitorul se arata a II unul atras nu de cotidian, de rutina zilnica a orasului, ci de 
fantastic si magie. Prima povestire din volum, Augusta (Avocatul ) contureaza un spatiu de 
inceput de lume, Varna, loc simbolic prin faptul ca se constituie ca loc de trecere a oamenilor 
dintr-o parte in alta a Dunarii, dar si ca loc ce se naste si se formeaza sub ochii cititorului; 
mahalaua, cartierul, targul - acesta e toposul in care se desfasoara actiunea - in fapt 
povestirea e una in rama, judecatorul amintindu-si fapte demult petrecute, aducand inainte 
oameni speciali, magici. In urmatoarea povestire, Ceasornicul (Grefierul ) intalnim alte 
personaje magice: pe Aaron de exemplu, care putea sa aprinda lucrurile doar privind la ele, ori 
pe Teofil care construieste un ceas cu ajutorul caruia sa se intoarca in timp. Fa fel ca si prima, 
o poveste in poveste, scrierea presarata cu fapte care mai de care magice, se construieste ca o 
nevoie a scriitorului de a evada din cotidianul cenusiu pe care colegii vremii sale il abordasera 
in lucrarile lor. 

Daca abordarea lui Tudor Dumitru Savu e in directia fantasticului si a mitului, 
personajele sale sunt insa oameni simpli, din toate sferele sociale: judecatori si avocati, 
scriitori si neveste, precupete si carutasi, functionari, ingineri si muncitori, iar onomastica e 
uneori arhaica, alteori inedita, dar sugestiva: Gramatopol, Herembas, Teofil, Pica, Patache. 
Toposul e cel de tranzitie - de la camp la asezare umana, de la targ la oras, de la drumul 
desfundat la santier si desi autorul a trait la Cluj, a ales ca loc pentru scrierile sale tinuturile de 
la Dunare, transformandu-le in locuri fabuloase cu nume pe masura: Marele Impperiu, 
Cantacuzina. 

Desi s-a nascut in Arges, Mircea Ghitulescu a absolvit in 1969 Facultatea de Filologie 
la Cluj si a facut parte din colectivul de redactie al revistei Echinox. El este dramaturgul 
revistei si in 1969 debuteaza in paginile ei cu piesa de teatru intr-un act Strada teilor. 
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Ghitulescu combina privirea interioara, subiectiva cu cea obiectiva, din afara, de pe margine: 
prezinta liric un spatiu, ll poetizeaza, pentru ca apoi sa il felieze lucid si ironic. 

in cele 6 povestiri ale volumului Orasul fara somn, Ghitulescu aduce o proza de 
observatie si incearca sa evite marile teme ale generatiei. El abordeaza marile mituri biblice : 
ale fecioarei Maria spre exemplu sau captivitatea lui Ulise si le transpune in cotidian, le scoate 
din aura lor intangibila si le pune sub semnul lumescului. Personajele sale sunt privite in 
evolutie, li se puncteaza momente, iar accentul e lasat sa cada pe perioada de maturizare. 
Ghitulescu e atent la detalii, final vietii fiecarui personaj e incolacit minutios pentru a da 
marele deznodamant. Oamenii lui sunt niste inocenti pierduti in lume : Alexandru din Un 
alexanclru, doi alexandri isi pierde indentitatea, Znamirovski din Poveste de dragoste, 
Tudorel din Concert de muzica populat'd, Mihu din Ora marilor hoteluri. Pe de alta parte, din 
formatia sa de dramaturg, Ghitulescu vede lumea ca spectacol, eroii sai joaca gestual pe o 
scena improvizata, joaca piese deja stiute, gesturi deja incercate. Totul pare un joc 
conventional. Tot din teatru vine si economia de mijloace, stilul simplu, echilibrat care ajuta 
ca accentul sa cada pe miscarea personaj elor. Mircea Ghitulescu se indeparteaza putin de 
stilul epoch, insa pastreaza sentimentul inoitor si parabola care ascunde realitatea. 

Scrisul lui Mircea Ghitulescu e ca o curgere, totul dintr-o suflare, in fraze lungi, 
monotone. Dar per ansamblu ritmul e unul alert totusi, intr-un spirit postmodern marcat de o 
anume graba a spunerii. Derularea intamplarilor e pe rapid, ca in scrierile de teatru, ca in 
scenele ce trebuie regizate. Ceea ce energizeaza povestirea sa sunt detaliile, trecerile scurte de 
la un aspect la altul, explicable, adaugirile, intoarcerile in timp, acoladele. Fiecare povestire 
are momentele ei de absurd, de cotidian grotesc, iar personajele principale devin neintelese de 
catre ceilalti. Oamenii, locurile si intamplarile parca se transforma, se dilata, cad in grotesc. 
In tendinta postmodema, in viziunea lui Ghitulescu lumea e o scena de teatru, iar scrierea e 
din perspectiva celui de pe margine. Lipseste insertia autobiograficului, dar sunt prezente 
ironia usoara si pluralitatea perspectivelor. 

loan Radin a venit la Echinox in 1968, intre anii 1971 - 1973 fiind redactor, iar in 
1972 secretar general de redactie. A lucrat alaturi de Adrian Granescu la traduceri din 
literatura sarba, traduceri care apareau in revista. Radin se incadreaza in galeria de portrete 
echinoxiste. El preia tot de la generatiile anilor ’60 - ’80: si teme si motive si stil. De-a lungul 
timpului alege sa ilustreze in scrierile sale dramele realitatii, psihologia realului prin 
personajele sale ca Serafim, oamenii din Timisoara din ciclul Schite satirice, tanarul Mihai 
din Schita de portret, integreaza fantasticul in Magazinul universal, se lasa influentat de 
Caragiale, aduce in prim plan cotidianul marunt, abordeaza stilul jumalului pentru a oferi o 
cat mai exacta imagine a societatii, e povestitor, martor, participant. Radin se pliaza pe orice 
trend literar si e foarte exact in aceasta privinta, alunecand dinspre modernismul tarziu catre 
postmodernism. Prima sa scriere de volum, Aventurile tanarului Serafim, corespunde perfect 
cerintelor vremii: e o scriere realista, cu elemente de analiza psihologica, ce prezinta un 
personaj fonnat in societatea comunista: Serafim, un insingurat ce traieste in cercul casa- 
serviciu, manipulat si depasit totodata de cerintele politico-sociale. Radin mizeaza mult pe 
parabola, pentru ca aceasta ii permite sa spuna voalat, fara a ataca direct, care sunt tarele 
societatii. 

In proza Magazinul universal parabola trece in fantastic, in absurd si loan Radin aduce 
acum artificii compozitionale interesante: dialogul e condensat, e redus, iar scrierea pare in 
intregime o succesiune de indicatii scenice ce pregatesc o piesa de teatru, stilul fiind unul 
lacular, golit de amanunte de prisos. 
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Cu cel de-al doilea volum publicat in 1988, Schita de portret, aparut la mare distanta 
de prima scricre, Aventurile tdndrului Serafim, autorul pluseaza mai mult pe partea de 
psihologie, eroii sunt atent construiti, li se urmaresc gesturile, faptele, sunt analizati si pusi in 
legatura unii cu altii. Banalul, faptele marunte capata aici o amploare anume, totul pregateste 
traiectoria prin viata a personajului principal, Mihai. Cartea abunda de pasaje simbolice, de 
locuri cu incarcatura emotionala, de gesturi care au anume semnificatii: cinematograful 
devine, simbolic, locul desfasurarii actiunii, al vietii ca spectacol. Radin pastreaza insa unda 
de ironie, tonul usor sarcastic, iar personajele sunt deasemenea cautate, individualizate si 
construite in asa fel incat sa se caracterizeze singure si sa se contureze prin gesturi si actiuni. 
Mircea Iorgulescu remarca faptul ca scrierea lui loan Radin este una dintre cele mai bune 
proze romanesti de pana acum in care se evoca, fara a se luneca in jumalistica melodramatica 
si ieftin spectaculoasa, o epoca, asa s-a zis, obsedanta. O face cu umor, cu ironie, cu 
amaraciune discreta, cu un fel de detasare superioara, o face, mai ales, cu un mare talent de a 
inalta cotidianul la valoare de simbol fara a-i sacrifica viata.” 6 

Marcati de un modernism tarziu, dar si de postmodernism cu tot ceea ce inseamna el, 
scindati in doua generatii, cea a anilor ’70 si cea din anii ’80, scindati dar totusi legati de 
suflul si spiritul revistei Echinox la care au debutat si au colaborat, prozatorii ardeleni 
echinoxisti contureaza in spatiul literar romanesc o enclava bine definita. I-au ajutat spiritul 
tanar, elanul studentesc, revista si cenaclul din jurul ei, oamenii care o conduceau, redactia 
tanara ce dorea altceva pentru cultura romaneasca. Definitorii pentru aceasta generatie, numita 
clar de critica generatia echinoxista, sunt trasaturile care particularizeaza scrierile lor si le 
confera valoare: realul care trece in fantastic, folosirea parabolei si a simbolisticii ce permit 
invaluirea adevaratelor intentii, textualismul privit ca modalitate de exprimare nu pentru a 
explica naratiunea, ci pentru a permite inserarea personalului in text, o anume predilectie 
pentru proza scurta ce poate fi privita si ca modalitate de debut, dar si ca fentare a cenzurii 
comuniste si, desigur, ca drum rapid catre cititor, ironia si sarcasmul ca tonalitati definitorii 
intelectualului vremii. 
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WILDERNESS AND NETS OF CIVILIZATION IN CORMAC 
MCCARTHY'S BLOOD MERIDIAN 
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Abstract: Cormac McCarthy’s most acclaimed novel, Blood Meridian, tries to identify the limits of 
history and literature, the connection between them, and the role of myth in shaping a nation. Our 
paper presents a brief history of the major myths and concepts around which the American identity 
was forged: the myth of the Frontier, American Exceptionalism, and Manifest Destiny, and it analyzes 
the manner in which McCarthy makes use of traditional Western elements. On the one hand, we also 
focus on the characters of these novels, characters which are typical for a common Western, but which 
are present in this novel only to show the illusions of the American myths. They go against the 
tradition in which the new Adam has the right to claim the new land, to see himself superior in front of 
other races, and to believe that he is the hero of this new land. 

Keywords: wilderness, civilization, American myths, Western 


“It was wonderful to find America, but it would have been more wonderful to miss it. ’’ 

(Mark Twain) 

How can one define the United States of America? What is representative for this 
civilization? What are its roots that define its identity? 

From its very beginning, America has been seen as an exceptional country, where 
people can regain their lost paradise. Christopher Columbus is the first man who “describes 
the Americas in a language of wonder and awe, conjuring up biblical images of the Garden of 
Eden” (Heike Paul, 2014: 46). At the same time, in the same letter in which he describes the 
new land, he also uses a language of “profit and gain” for the new people that will inhabit this 
country. 

The traditional myth constructed around America promises to the European who came 
here an earthly paradise, a wild space that needs to be conquered and tamed by the new 
Adam, representative for the new chosen people. Coming here, the chosen ones created a new 
nation, different from the European ancestry that they were leaving behind. According to 
Benjamin Franklin, in his Autobiography, to be an American means “a commitment to the 
ideal of freedom” (Deborah L. Madsen, 1998: Web), and in “Information to Those who 
Would Remove to America” (1784), he insists on “hard-work, industry, thrift, common sense, 
altruism, moral integrity and fair-mindedness - these are the qualities that will guarantee 
success in America.” (qtd. in Deborah L. Madsen, 1998: Web) 

The beginning, the evolution and the ideology of America gravitate around the 
Manifest Destiny, the American Frontier, and American Exceptionalism, concepts which are 
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used by McCarthy in his novels only to be debunked with the help of the historical sources 
that he uses. One of the most important book used by the writer is Samuel Chamerlain’s My 
Confession: Recollection of a Rogue (1987) - Chamerlain was a member of the Glanton Gang 
and he recounts in his memoirs characters and events which are used by McCarthy in his 
reconstruction of that period. 

1.1. The Myth of the Frontier and American Exceptionalism 

“So shall our nation, formed on Virtue's plan, 
Remain the guardian of the Rights of Man, 
A vast republic, famed through every clime, 
Without a king, to see the end of time. ” 
Philip Freneau's poem, 'On Mr Paine's Rights of Man' (1795) 

America would not have been the same without the frontier myth. What does it mean 
and what was the role that it played in forging the American identity? In an annual meeting of 
the State Historical Society of Wisconsin, Frederick Jackson Turner presented “The 
Significance of the Frontier in American History” (1894), a paper which put the basis of one 
of the most known and at the same time criticized myth from the history of the United States. 
The frontier means annexation, conquest of the Wild West, a process which molded the 
American mind, identity and destiny. According to Frederic Paxton, in When the West is Gone 
(1930), “there have been many Wests” l , and as the American society evolved and extended 
itself, “there has been a different West at which Americans have gazed, and from which they 
have derived more than a fair share of all of their problems.” (1930:16) 

The myth of the frontier emphasizes more the frontier as a process and less the image of the 
frontier seen as space. It is strongly connected with the Manifest Destiny and American 
Exceptionalism. 

[...] the American West is often viewed not so much as a region or an area than as a space of 
transition that does not necessarily have a precise geographical location, but rather changes 
with Euro-American settlement expanding westward. (Heike Paul, 2014: 312) 

For Turner, the frontier is not a region, nor a fixed point on the map, although he identifies the 
98 th meridian as the boundary between frontier and wilderness, but a process of becoming 
American, the “line of most rapid and effective Americanization” (Turner, 1921, Web): 

The wilderness masters the colonist. It finds him a European in dress, industries, tools, modes 
of travel, and thought. It takes him from the railroad car and puts him in the birch canoe. It 
strips off the garments of civilization and arrays him in the hunting shirt and the moccasin. It 
puts him in the log cabin of the Cherokee and Iroquois and runs an Indian palisade around 
him. Before long he has gone to planting Indian corn and plowing with a sharp stick; he shouts 
the war cry and takes the scalp in orthodox Indian fashion. [...] Little by little he transforms 
the wilderness, but the outcome is not the old Europe [...]. The fact is, that here is a new 
product that is American. (Turner, 1921: Web) 

To become American means to move across the border, to depart from the European frontier 
- which was set across the Atlantic coast - to the American one, to move westward, into the 


1 The history of the frontier began with the first European settlers who came in America in the 16th century and founded 
Jamestown, Virginia, and continued with the arriving of the Pilgrims and Puritans in the first half of the 17th century. Elliot 
West, in The Contested Plains: Indians, Goldseekers, and The Rush to Colorado, identifies three frontiers: “the first one 
corresponds to the Spanish intrusion (from South-West to North-East); the second was that of the French and British (from 
East and North-East to South-West) and the third, the officially-acknowledged and the most debated one, from East to West, 
over the Appalachians in the 1780s.” (1998:46-47) 
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wilderness. The frontier as a process is responsible with changing a European man into an 
American. The frontier, according to Turner, is responsible with the decrease of the 
dependence on England, it is the one that “promoted the formation of a composite nationality 
for the American people”, it developed American commerce and merchandise, and most 
importantly, it “has been in the promotion of democracy here and in Europe”, and because of 
its emphasis on freedom, it is “productive of individualism” (Turner, 1921, Web). 

The process of self-transformation from corrupted European to perfected American has been 
central to New World mythology since the seventeenth century, as has the idea of discovering 
perfection through a return to primitive simplicity. Turner’s thesis offers historical justification 
for a concept of the West that is informed by the imperialist assumptions of the ideology of 
Manifest Destiny. (Deborah L. Madsen, 1998: Web) 

It was their destiny and their mission to expand, to dispatch the Indians from their way 
and to declare war to Mexico. The term “Manifest Destiny” was first used by John L. 
O'Sullivan, strong advocator of Texas annexation, in his article “The Great Nation of 
Futurity” (1839), in The United States Democratic Review volume. Manifest Destiny becomes 
thus tightly bound to the Frontier myth. But what unites these two is American 
exceptionalism, a concept which “is used frequently to describe the development of American 
cultural identity from Puritan origins to the present.” (Deborah L. Madsen, 1998: Web) 
Puritans and Pilgrims wanted to start anew, and the idea of an exceptional destiny - the new 
chosen people, appeared from the very beginning, in the sermon given by John Winthrop on 
the board of Arabella : 

And as for ourselves here, the people of New England, we should in a special manner labor to 
shine forth in holiness above other people; we have that plenty and abundance of ordinances 
and means of grace, as few people enjoy the like. We are as a city set upon an hill, in the open 
view of all the earth; the eyes of the world are upon us because we profess ourselves to be a 
people in covenant with God [...] (qtd in Deborah L. Madsen, 1998: Web, my emphasis) 

The term, American exceptionalism, was coined by the French aristocrat Alexis de 
Tocqueville, in Democracy in America (1835): “the position of America was quite 
exceptional”. However, he did not refer to the exceptional culture, destiny or people of its 
country, but to the “uniqueness of the American political system” (Heike Paul, 2014, 12): 

Tocqueville saw the democratic system that he studied in the United States as God-willed and 
thought it was only a matter of time before it would spread to other countries; he felt that in 
the US this system had taken root in ‘exceptional’ ways only in so far that it had been able to 
do so in the absence of feudal structures and aristocratic opposition.” (Heike Paul, 2014: 12) 
Moreover, political scientist Byron E. Shafer defines American exceptionalism as “the notion 
that the United States was created differently, developed differently, and thus has to be 
understood differently - essentially on its own terms within its own context.” (qtd. in Heike 
Paul, 12) 

However, the term was understood and used differently, in three main areas: religion, politics 
and economy. It extended to the American uniqueness, it legitimized American hegemony 
outside the United States, and it shaped its predestination to a great destiny. To give one 
example from a religious perspective, at the beginning of America, the new people has been 
compared with the children of Israel by Thomas Hooker, who “faced many afflictions and 
humiliations in the wilderness before they could come into the promised land of prosperity 
and plenty.” (Deborah L. Madsen, 1998: Web) 

But there has always been a discrepancy between the doctrinaire belief and the harsh 
realities of the new land, discrepancies which were explored by film directors, scholars and 
writers in the 20 th century. In the 19 th century, however, the concept of American 
exceptionalism was used to shape the ideology which surrounded the concept of Manifest 
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Destiny. America is not only a model for other countries of the world, but it has to take 
control of the lands of the inferior peoples, i.e. Mexicans, Native Americans, so it can be their 
guardian, their salvation. 

1.2. Westerns and Blood Meridian 

The frontier mythology has found its full expression in the western novels and films. Cormac 
McCarthy’s western contains most of the ingredients of the western formula, frontiersmen and 
lawmen, cruel wilderness which has to be tamed by the hero, guns, horses and Indians, and it 
is located on the Texas-Mexico frontier. Fred MacDonald, in Who Shot the Sheriff? The Rise 
and Fall of the Television Western (1987), gives a traditional formula of Westerns, which can 
also be applied to Western novels: 

The western possesses a classic formulation recognizable to all audiences. Here is the cowboy, 
frontiersman, or lawman operating on or near the furthest reaches of civilized life. Here is the 
cruel wilderness in which incipient American society struggles against adversity to survive 
and even flourish. The classic western contains familiar ingredients: heroes and guns, horses 
and cattle, outlaws and Indians, and the like usually situated in desert locales on the 
nineteenth-century U.S. frontier. (Fred MacDonald, 1987: 3) 

Moreover, John Tuska in The American West in Film: Critical Approaches to the Western 
(1985) divides the westerns, according to their structure, in three main categories: the 
formulary western, the historical romance western - or the romantic historical reconstruction, 
and the historical reconstruction. Cormac McCarthy’s novel reconstructs the events of the 
1850s through historical sources, but he strongly deviates from the image of the traditional 
West. In Gunfighter Nation: The Myth of the Frontier in Twentieth-Century America, Richard 
Slotkin describes a reconfiguration of the Western genre in film, reconfiguration which 
coincides with the Cold War and Post-Vietnam period 2 , events that mark the beginnings of the 
nuclear age. In an era dominated by angst, the American exceptionalism began to be 
questioned. “Alternative westerns”, that revise the major myths of America, appeared 
through the films of Sergio Leone, Sam Peckinpah or Clint Eastwood. As Steven Frye 
remarked in Understanding Cormac McCarthy, Blood Meridian's writer “enriches this 
alternative tradition” (2009: 73) of the films produced by these great directors, having 
common characteristics with Sam Peckinpah’s The Wild Bunch or Ralph Nelson’s Soldier 
Blue , and although it narrates the events of the 1850s, 

[...] it is born of modem memory - from a sensibility conditioned by two world wars, the 
physical and psychological effects of genocide, the devastation of colonialism and 
environmental waste, as well as the collective anxiety of the nuclear age.” (Steve Frye, 2009: 
67) 

In revising the West and the Western genre, Cormac McCarthy works, as Steven Frye 
remarks, with three traditional forms: the frontier romance, with its myths and counter-myths, 
the “philosophically ambiguous narratives of Melville, Hawthorne, Poe and Dostoyevsky” 
(2009: 8), and the Southern gothic and Southern grotesque tradition, the last element being 
present in all of his novels. 

The West in America and in Western literature means conquest. With every new conquest, 
“another stretch of territory, whether geographical or philosophical, comes under the 
hegemony of the United States of America” (Deborah L. Madsen, 1998: Web). The 
reinterpretation of the conquest of the West by the 20 th century begins with Owen Wister’s 


2 We should also note Slotkin’s claim that any deviation from the original myth represents a change in the mentality of a 
culture. 
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The Virginian (1902), Zane Grey’s fiction, and John Ford’s cinematic creation of a modern 
myth of America. 

“The Frontier is the outer edge of wave - the meeting point between savagery and 
civilization” (Turner, 1921: Web). The kid meets Judge Holden, the epitome of war, in the 
East Texas town of Nacodoches, town which is located on the 98 th meridian, the same 
meridian that separates the civilized and the wilderness. But how does McCarthy portray the 
civilized, the American, in his famous book? 

Born in Tennessee, the kid flees away from home at the age of fourteen. Little is known about 
him - his mother died giving birth to him, his father had once been a teacher, but now “lies in 
drink”, quoting “poets whose names are now lost” ( Blood Meridian, 3). Arriving in Saint 
Louis, he embarks for New Orleans on a flatboat, which carries him for forty-two days on the 
river. Like a metaphorical image of the Europeans who once came to the new world, the child 
makes his journey to another place, leaving the South for the West. 

“He lives in a room above a courtyard behind a tavern and he comes down at night like some 
fairybook beast to fight with the sailors. He is not big but he has big wrists, big hands. His 
shoulders are set close. The child’s face is curiously untouched behind the scars, the eyes 
oddly innocent. They fight with fists, with feet, with bottles or knives. All races, all breeds. 
Men whose speech sounds like the grunting of apes. Men from lands so far and queer that 
standing over them where they lie bleeding in the mud he feels mankind itself vindicated.” 
{Blood Meridian, 4, my emphasis) 

After a series of violent accounts, he meets Captain White who talks to him about the 
volunteers from the battle of Monterrey, 1846, and the treaty signed between Mexico and the 
United States. The treaty that Captain White mentions ended the Mexican-American War 
(1846-1848), which was caused by the Texas Revolution - Texas declared its independence 
from Mexico, independence that was recognized by the United States, but not by Mexico. In 
1845 the United States congress voted to annex Texas and further Mexican territory, which 
led to war. At the end of it, the Treaty of Guadalupe Hidalgo (1848) was signed, and Mexico 
was forced to cede to the United States Upper California and New Mexico. 

The action of the novel happens a few years after L. O’Sullivan has coined the famous term. 
Consequently, Captain White shares the same views as the journalist and makes a clear 
description of what Manifest Destiny is and why the American troops should take over 
Mexico: 

What we are dealing with, he said, is a race of degenerates. A mongrel race, little better than 
niggers. And maybe no better. There is no government in Mexico. Hell, there’s no God in 
Mexico. Never will be. We are dealing with a people manifestly incapable of governing 
themselves. And do you know what happens with people who cannot govern themselves? 
That’s right. Others come in to govern for them.” {Blood Meridian, 36) 

Writing history is what he proposes to the kid, being one of the “instruments of liberation in a 
dark and troubled land” (37). He is definitely sure that “Sonora will become a United States 
territory” and “Guaymas a US port” (37), but before they reach the Mexicans, they are 
attacked and annihilated by the Comanche people. The kid gets away and a strange destiny 
seems to carry him to the other side of civilization, to the Glanton Gang, the outlaws who hunt 
and scalp Indians for money. But in their thirst for gain and blood, they kill everything and 
everyone whom they meet and could be taken for an Indian. 

Where are the cowboys, the sheriffs, the good guys who fight the bad ones? Who is the 
villain, who is the hero? Where is the code of honor present in all the Westerns? As Steven 
Frye remarks, “McCarthy simply lifts the veil, revealing the darker realities of American 
conquest in explicit terms.” (Steven Frye, 2009: 74) There are no heroes here. Everything and 
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every race is sunk in violence, in their attempt to give birth to a new nation. “The violence of 
the encounter” (Timothy Parrish, 2013: 68) is the only thing left here: 

Following Willa Cather and in many ways aligning with magical realists Gabriel Garcia 
Marquez, Alejo Carpentier, and Juan Rulfo, McCarthy’s works explore the transformation of 
the New World not by the conquest of the Indians but through the antagonistic collaboration 
of the Indians and the Europeans. From this battle, one inevitably finds something older than 
Shelley’s Ozymandias: the violence of the encounter, perhaps the only truth humans can 
know. (Timothy Parrish, 2013: 68) 

“The violence of the encounter” is one strong element with which McCarthy goes against the 
tradition: it replaces the traditional elements of the West and of the Western, it erases the 
difference between good and bad, and it redefines the history of the Wild West. 

2.3. Glanton Gang: The Collective Soul of the Wild West 

Individual heroism is the key to the Western formula. The heroic character is above laws and 
institutions, above everything that the civilized East represented. Through such protagonists, 
[...] the Western denies the consolidation of power and bureaucracy that took place within 
United States culture in the early part of the century. The values celebrated in the Western 
include: territorial expansion, liberty, democratic levelling, national identity, the work ethic, 
racial (white) superiority, and violence (when used with restraint). (Deborah L. Madsen, 1998: 
Web) 

Glanton Gang does not use violence with restraint, but spreads it throughout the unconquered 
meridian - the 98 th meridian, the one identified by Turner as the meeting point between 
wilderness and civilization. The existence of this gang is historically verifiable, and one of the 
many sources used by McCarthy should draw our attention: Samuel Chamberlain’s memoirs, 
My Confession: the Recollections of a Rogue. Samuel Chamberlain was a member of the gang 
and personally met Captain John Glanton. As in McCarthy’s gang, they were hired by 
Americans and Mexicans to kill and to scalp Indians, and they operated in northern Sonora, 
New Mexico and Arizona. We should also note that the kid has some interesting resemblances 
with Samuel Chamberlain; the kid is the character on which we focus at the beginning of the 
book, the one who is used as a mirror reflection of that American mentality based on 
Captain’s White and Glanton’s ideas and conceptions, the same protagonist that suddenly 
disappears in the middle of the book to reappear at the end of it, when the gang is destroyed - 
probably because of him. 

Samuel Chamberlain left Boston and went West after his father’s death. In 1846 he enlisted in 
the “Illinois Foot Volunteers” and went to war against Mexico. “According to Army records 
on March 22, 1849, he was listed as a deserter - he had left his regiment for Glanton's gang 
(Chamberlain claimed that he was discharged in Mexico and had signed onto an expedition to 
California as a civilian when he joined Glanton).” (University of Virginia, American Studies, 
Web) 

Moreover, Captain Glanton appears as a character in several histories of the mid-nineteenth 
century Southwest, for instance in Jeremiah Clemens’ Bernard Lile (1856). In all of the 
sources that he appears, his character is an unsettling one, but as John Sepich notes in his 
study of Blood Meridian's, historical sources, 

Captain Glanton did what the state of Chihuahua hired him to do, and his life story, as well as 
the conditions of the time in which he lived, is presented in McCarthy’s novel with remarkable 
fidelity. The conflicts existing in and among the states of Texas, Chihuahua, New Mexico, and 
Arizona in 1849 and 1850 involved many peoples: Mexicans, both peon and military; United 
States Army troops; Texans, both Ranger and civilian; Comanches and Apaches; and Anglo 
gold-rush travellers on the Gila Trail. (John Sepich, 2008: 5) 
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Scalping for money was a common thing at that time. Chihuahua paid “scalp bounties not 
only to licensed alien parties, but also to peon guerilla bands”, who could win with a single 
scalp the money they “could earn by hard labor in a year” (qtd. in Sepich, 2008: 7). This 
explains why, in the late 1849, early 1850, the number of Indians in Mexico lowered, part 
because of Chihuahua’s willingness to pay - but at a rate below that for warriors - for the 
scalps of women and children. Glanton’s gang found a solution to this problem: “Chihuahua 
was inhabited by mestizos, whose hair was similar to the Indians’ in color and texture” 
(Sepich, 2008: 8) - and thus they started hunting both Indians and Mexicans. Glanton fought 
Mexicans in the Mexican War, and then he and his gang started killing for profit. Historian 
Ralph Smith, talking about the history of scalping, refers to what historian Marcus Webster 
once said: “For those of posterity who considered scalping a ‘grewome business ... it was a 
war necessity” (qtd. in Sepich, 2008: 6) 

But who are the members of the Glanton Gang? What are their identities, who are they behind 
the hunting and the killings? We know that Glanton had once a fiancee that was killed. Their 
names are barely mention, and except for Tobin, “the ex-priest”, who joins the gang but keeps 
his religiosity and is against the judge’s philosophy and acts, we know almost nothing about 
the rest of them or how they got there. The only thing that they play and do is war, and as 
Steven Shaviro remarked in his essay “The Very Life of Darkness: A Reading of Blood 
Meridian ”, all of these men “are childlike in their unconsciousness, or indifference, as to 
motivations and consequences” (2009: 20). Judge Holden, the real leader of the group, says: 

Men are born for games. Nothing else. Every child knows that play is nobler than work. He 
knows too that the worth or merit of a game is not inherent in the game itself but rather in the 
value of that which is put at hazard. . . . All games aspire to the condition of war ( Blood 
Meridian, 262) 

Glanton Gang plays the game of war from the beginning to their ends. They do not think of 
consequences, of what they leave behind them, of what the future might bring to them. 

Blood Meridian performs the violent, sacrificial, self-consuming ritual upon which our 
civilization is founded. [...] The American dream of manifest destiny must be repeated over 
and over again, ravaging the indifferent landscape in the course of its lemmings’ march to the 
sea. Our terrible progress is ‘ less the pursuit of some continuance than the verification of a 
principle’ (337), an obsessive reiteration without advancement, for we build only to destroy. 
(Steven Shaviro, 2009: 20) 

Being responsible for a major paid of the action of the book, the gang plays the role of a 
collective character that is led by Judge Holden. With their help, their actions and their 
mentalities, McCarthy reverses the traditional history of the West. 
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Abstract: This study contains interpretations of some explicit mythological references in two of Ana 
Blandiana’s essays. Four symbolical heroes - Prometheus, Atlas, Sisyphus and Perseus - are 
reinvested with new meanings which reveal other dimensions of the author’s artistic conception. A few 
theoretical works of symbology helped us in this direction. The analysis proved that the mythical 
characters are archetypal incarnations of the creative labor which the author identifies with in both 
conscious and unconscious ways. 

Keywords: aesthetic pleasure, unconscious, myth, Ana Blandiana 


Miturile si arhetipurile ofera niste locuri comune bogate in resurse sugestive infinite. 
Invocarea lor creeaza punti de legatura intre constiinte, pennitand revelarea unor esente ce se 
cauta redescoperite. Referintele la mitologie sunt destul de frecvente si in volumele de eseuri 
ale Anei Blandiana, ele fund explicite, dar de cele mai multe ori, regandite, reinterpretate, 
intr-o maniera caracteristica esteticii neomodemiste. Asa cum observa si criticul Iulian 
Boldea, „eseurile Anei Blandiana au consistent unor reflectii netrucate asupra adevarurilor 
zilnice sau perene, au sugestivitatea unor metafore in care se stravede chipul multiform al 
lumii ori sufletul celei care, scriindu-se, isi descopera identitatea.” 1 Ca si in lirica ei, transpar 
aceleasi tenie predilecte, tratate insa cu mai tulbutatoare luciditate: conditia creatorului si 
raporturile omului cu propriul destin si cu istoria. Reflectiile mitologice confera un plus de 
semnificatie si expresivitate temelor. 

O important referire la mitologie exist in volumul Eu scriu, Tu scrii, El, ea scrie 
(1976), in eseul Munca literard. Ea const in invocarea a trei personaje cunoscute pentru 
chinurile prin care au trecut: Prometeu, Sisif si Atlas. Eroii reprezinta aici metafore ale 
artistului in drumul sau spre perfectiune si in incercarea sa de a-si depasi propriile limite 
fizice, dar si limitele conditiei umane. „Ideea de munca literara atit de des intervenita in 
discutiile despre opera literara mi se pare nu numai relativa, ci si echivoca. Relativa, pentru ca 
dimensiunile ei nu pot avea unitati de masura comune: chinurile lui Prometeu, Sisif si Atlas 
nu pot fi judecate intr-un acelasi sistem de masuri; mai mult, chinurile lui Prometeu, Sisif si 
Atlas nu pot fi judecate decat de Prometeu, Sisif si Atlas.” 2 


1 Iulian Boldea, Ana Blandiana - Monografie, Ed. Aula, Brasov, 2000, p. 40. 

2 Ana Blandiana, Eu scriu, Tu scrii, El, ea scrie, ed. Cartea Romaneasca, Bucuresti, 1976, p. 39. 
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Scriitoarea reflecteaza asupra importantei si continutului muncii literare in sfera 
artisticului si se intreaba daca atingerea perfectiunii este conditional si in arta de munca. 
Primul raspuns vizeaza componenta formala a actului creator - munca asupra textului, 
cantarirea fiecarui cuvant, lustruirea fiecarui vers. A1 doilea raspuns, insa, are in vedere 
componenta conceptual!!, cea care da, in conceptia autoarei, adevarata valoare si masura 
Poeziei. „Dar munca poate li si cufundarea in viziune; travaliul artistic este depasirea zonelor 
furtunoase, pentru a ajunge la suferinta in sine, dulce, linistita,nascatoare de poezie. Trebuie 
sa recunosc ca ani de zile, iubindu-1, citindu-1, si scriind despre el, nu 1-am inteles pe Rimbaud 
cand spunea: «Ainsi, je travaille a me rendre voyant.» Acum inteleg ca a deveni vizionar 
presupune munca, presupune chin deliberat, acum inteleg ca iluminarea nu se produce de la 
sine, ca starea de gratie se creeaza prin efort, incordare, claustrare, dereglare, asa cum 
anahoretii isi creau viziunile prin asceza.” 3 

Ar li interesant de vazut care sunt resorturile ce au determinat-o pe scriitoare sa aleaga 
aceste personaje ca Hind exponentiate pentru ideea chinului si nu altele; in ce mod si in ce 
masura se identified ea, ca artist si ca fiinta umana, cu aceste personalitati ale mitologiei 
clasice. Sa fie doar renumele lor deja consacrate: Prometeu - eroul civilizator, Sisif - 
condamnatul etem la esecul ineluctabil, Atlas - sustinatorul cerului? Ar putea fi, caz in care 
destinul scriitorului, un trudnic al cuvantului si un revelator de lumi, s-ar identifica cu destinul 
celor trei eroi, iar apelativele enumerate ar reflecta intrutotul statutul, esenta si rolul sau in 
univers (sustinator al unei lumi superioare a ideilor si a valorilor). Poate, insa, dincolo de 
evidente se ascund si alte semnificatii. Consultand unele lucrari de specialitate, am aflat ca 
atat Prometeu, cat si Atlas se trag din neamul titanilor, mai precis, din a doua generatie, mai 
emancipate, si ca reprezinta doua ipostaze exceptionale, superioare, evoluate ale speciei lor. 
Victor Kembach noteaza ca „titanii sunt, de fapt, divinitati arhaice, personificand mai ales 
fortele naturii. Considerati adesea irationali si necunoscand masura si ordinea, ei reprezentau 
indeosebi forta oarba, primitiva” 4 , irationala, impulsiva. Totusi, Atlas si mai ales Prometeu, 
erau cel putin egali in inteligenta, daca nu chiar superiori, cu olimpienii, potrivnicii lor. Jean 
Chevalier si Alain Gheerbrant, citandu-1 pe Paul Diel, noteaza ca titanii ar simboliza fortele 
brute ale pamantului si deci dorintele pamantesti razvratite impotriva spiritului. Ei reprezinta 
„manifestarile stihiilor (...) puterile salbatice si neimblanzite ale naturii ce tocmai se naste” 5 ; 
fiind „[...]adversari ai spiritului constient (intruchipat de Zeus), [...]ei reprezinta fortele 
neimblanzite ale sufletului, care se opun spiritualizarii armonizatoare. Lupta lor simbolizeaza 
efortul evolutiv de formare a fiintei constiente iesite din animalitate. ” 6 Titanii reprezinta stari 
de constiinta, identificabile probabil in teoria lui Freud cu Sinele, dar si tendinte, cum ar fi cea 
de dominare, ce uneori se ascunde in spatele unor ambitii obsedante de a face lumea mai 
buna. Este si cazul lui Prometeu care i-a inspirat lui Bachelard denumirea de complex al lui 
Prometeu. Mitul lui Prometeu marcheaza nasterea constiintei, aparitia omului. Samanta 
focului furata de la Zeus este simbolul spiritului, daruit oamenilor. Pedeapsa lui Zeus - legarea 
de stanca si trimiterea unui vultur pentru a-i manca zilnic ficatul ce se regenera - este 
simbolul framantarilor pricinuite de sentimentul vinovatiei refulate si neispasite. 7 Chiar si 
studiile moderne de psihosomatica confirma legatura dintre ficat si sentimentele de furie, 


3 Ibidem, p. 40. 

4 Victor Kernbach, Dicfionar de mitologie generala, Ed. Stiintifica si Enciclopedica, Bucuresti, 1989, p. 593. 

5 Paul Diel, Le symbolism dans la mythologie grecque, Paris, 1966, p. 112, Apud. Jean Chevalier, Alain Gheerbrant, 
Dictionar de simboluri, vol. 3, Ed. Artemis, Bucuresti, 1994, p. 358. 

6 Paul Diel, Ibidem, pp. 117-119. 

7 Jean Chevalier, Alain Gheerbrant, Dictionar de simboluri, Ed. Artemis, Bucuresti, 1994, p. 129. 
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ranchiuna, invidie, ura, culpabilitate, rezultate in urma unor situatii in care persoana se simte 
constransa de viata sa avanseze si este manata de frica ratarii propriului destin. 8 In acest caz, 
gestul lui Prometeu de a fura focul si dorinta sa de a ajuta omenirea sunt mai degraba motivate 
de dorinta sa de razbunare fata de Zeus si de propria ambitie de afirmare si dominare. 
Complexul lui Prometeu identificat de Bachelard consta in „nazuintele care ne indeamna sa 
stim atat cat si parintii nostri, mai mult decat parintii nostri, atat cat maestrii nostri, mai mult 
decat maestrii nostri. Or, numai perfectionand cunoasterea noastra obiectiva, putem spera sa 
ne situam mai limpede la nivelul intelectual pe care 1-am admirat la parintii si la maestrii 
nostri. [...] Complexul lui Prometeu este complexul lui Oedip in viata intelectuala.” 9 
Prometeu devine astfel simbolul fiintei care simte ca de ea depinde saltul evolutiv urmator, 
intuind viitorul - chiar si numele sau inseamana „previziune”, „prudenta pentru viitor”, „a 
purta de grija” 10 - si eludand deliberat precepte si reguli stravechi, constient ca revolta sau 
tradarea sa serveste unui bine mai mare. Schimbul conditiei muritor-nemuritor, propus de 
centaurul Chiron - ce dorea sa scape de suferinte de care beneficiaza in urma eliberarii sale 
intamplatoare de catre Herakles, simbolizeaza invingerea fortelor animalice si oportunitatea 
ridicarii la un alt nivel, egal cu al zeilor - nemuritor in spirit. Revolta lui Prometeu nu va fi 
una a simturilor, manata de impulsuri Rationale, ca in cazul altor titani, ci una a spiritului caci 
„vrea sa devina egalul inteligentei divine sau cel putin sa-i rapeasca cateva scantei de 
lumina.” * 11 Totusi, salturile evolutive nu se pot realiza in mod fraudulos, caci nu exista 
„scurtaturi” pe drumul evolutiei spirituale. Obtinerea „scanteii de spirit” fara o spiritualizare 
de sine progresiva, naturala, autentica nu are aceeasi valoare si nici acelasi rezultat. „Focul 
furat de la zei simbolizeaza intelectul redus la situatia de a nu fi decat un mijloc” 12 de traire a 
vietii, un instrument al imbunatatirii ei, cantitativ sau calitativ, dar mai ales din punct de 
vedere material. In Prometeu inlantuit, Eschil imagineaza un discurs ce reflecta opinia sa 
elogiativa pentru rolul de erou civilizator al personajului si contine o serie lunga de contributii 
prin care a revolutionat traiul oamenilor: „ Eu am fost cel dintai care am pus vitele la jug. [...] 
Prin mine, telegarii invatati la ham au ajuns sa traga carele, intru desfatarea belsugului. Prin 
amestecurile salvatoare pe care i-am invatat sa si le faca, toate bolile se vindeca. Pentru ei am 
gasit cea mai frumoasa dintre stiinte: aceea a numerelor; am alcatuit imbinarea literelor si am 
intemeiat memoria, muma Muzelor, sufletul vietii.” 13 Conform viziunii lui Eschil, impartasita 
de numerosi alti scriitori sau ganditori, darul lui Prometeu a propulsat omenirea la un alt nivel 
evolutiv, de la homo habilis la homo inventor. Motivele care 1-au detenninat sa o faca sunt 
mai putin importante, luand in considerare rezultatul atat de benefic speciei umane. „Cand doi 
se bat, al treilea castiga”, spune un vechi proverb, iar in cazul luptei dintre titani si zei, gratie 
lui Prometeu, au castigat oamenii. 

Revenind la posibilele resorturi inconstiente care au stat la baza alegerii personajului 
Prometeu ca element de exemplificare in eseul Anei Blandiana, putem acum observa ca ar 
exista mai multe elemente comune ce au stat la baza identificarii scriitorului cu eroul. 

In primul rand, ambii sunt impresionanti prin puterea personalitatii lor, Hind 
caracterizati de o forta titanica, ce se manifests ca putere creatoare, putere de munca, putere 


8 Jacques Martel, Mcirele dictionar al Bolilor §i Afectiunilor, Ed. Ascendent, Bucuresti, 2012, p. 209-210. 

9 Gaston Bachelard, Psihanaliza focului, Ed. Univers, Bucuresti, 2012, p. 40. 

10 Victor Kernbach, ibidem, p.487-488. 

11 Jean Chevalier, Alain Gheerbrant, ibidem, p. 130. 

12 Ibidem. 

13 Eschil, Prometeu inlantuit, I, 2, 3; III, 1 ,Apud. Victor Kernbach, ibidem, p. 488. 
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de sacrificiu, puterea de a schimba tipare, puterea de a oferi un exemplu, puterea de a contesta 
autoritatea etc. 

In al doilea rand, sunt ambii niste revoltati ai spiritului. Volumele de eseuri ale Anei 
Blandiana abunda in aforisme si cugetari ce rastoarna convingeri artistice sau morale 
impamantenite, pe baza unei logici neconventionale, (neo)modern(ist)e. lata cateva exemple: 
„Oricat ar parea de paradoxal, marii poeti seamana cu totii intre ei, numai mediocritatile sunt 
pline de originalitate. 14 „ Romanul s-a nascut poet, dar nu toti ce se nasc poeti, devin poeti.” 15 
„Poetul, marele poet, n-ar trebui sa spuna nici un vers. Prin fiecare vers scris, poetul isi 
compromite poezia ascunsa, perfectiunea banuita in el.” 16 „Am privit intotdeauna rima ca pe 
un dusman al poeziei, un dusman periculos si stralucitor uneori, [...] un dusman din cand in 
cand necesar.” 17 „Aveti toate calitatile, nu va lipseste decat curajul de a va teme de ele.” 18 
„Nemurirea e de genul feminin - se lasa atrasa de cei care o trateaza cu indiferenta.” 19 

In al treilea rand, sunt ambii condusi de forte Rationale, de pulsiuni ale unor nevoi 
neimplinite sau nelinisti - ale lor, ale celor din jur, al fiintei umane: „Am inceput prin a 
incerca sa ma exprim si am sfarsit prin a ma lasa, de mine insami, exprimata.” 20 Aceasta 
considerate capata valoare numai daca este pusa in directa legatura cu psihologia artei. 
Psihanaliza poate oferi date suplimentare interpretarii operei de arta si semnificatiilor mai 
adanci ale miturilor, cu conditia ca, alaturi de inconstient, depozitarul conflictelor primare, sa 
se tina cont si de constiinta, considerate drept un factor activ ce functioneaza oarecum in mod 
independent, preluand informatii zilnice din viata reala in tot ansamblul ei. In studiile sale 
despre arta, Freud nu neaga faptul ca Uinta umana este un ansamblu de instante psihice care 
actioneaza si in procesul creatiei artistice, dar precizeaza ca sfera sa de interes este centrata 
asupra inconstientului. Analiza regresiv - progresiva freudiana porneste de la principiul 
existentei unor pulsiuni si duce deseori la revelarea unui singur complex corelat apoi cu un 
simbol unic. Bachelard, in schimb, a relevat existenta unor complexe de natura intelectuala, 
cum este cel prometeic, frecvent intalnit in mitologie si creatia artistica. O alta marturisire a 
Anei Blandiana din eseuri scoate la iveala constientizarea acestor forte interioare a caror voce 
e imposibil de ignorat: „Senzatia ciudata si paradoxal flatanta ca nu eu scriu, ci altcineva scrie 
prin mine lucruri la care eu nici nu m-am gandit si pe care nici nu le banuiesc cu o clipa 
inainte de ale scrie. Ar trebui poate sa fiu jignita de aceasta dependents totala de forte pe cere 
nu le pot influenta, dar ma simt fericita si mandra ca o doarnna de la curte careia regele i-a 
daruit un copil.” 21 Opera de arta apare ca un rod al celor mai intime si adanci parti ale fiintei. 
Actul creator transfigureaza suferinta si sublimeaza constiinta: „Din toate suferintele din jur 
transpare in pagina mea numai suferinta in sine, o suferinta cotropitoare, dar lipsita de 
determinari. Disperata si umilita, fac tot ce pot pentru a fixa, pentru a trece [...] cat mai multe 
elemente concrete, dar ceva mai adanc si mai nepasionat decat mine, ceva mai indiferent la 
clipa sau chiar la timp, imi spune ca totul se intampla astfel spre salvarea mea.” 22 

Un al patrulea element comun scriitorului si eroului civilizator ar fi focul, simbol al 
spiritului viu, sacru. Focul este un mitem (adica cea mai mica unitate de sens discernabila prin 


14 Ana Blandiana, ibidem, p. 12. 

15 ibidem, p. 73. 

16 ibidem, p. 78. 

17 ibidem , p. 21. 

18 ibidem, p. 21. 

19 ibidem, p.20. 

20 Ana Blandiana, Coridoare de oglinzi, Ed. Cartea Romaneasca, Bucuresti, p. 402. 

21 Ibidem, p. 407. 

22 Ibidem, pp. 408-409. 
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„redundante”, prin „omologii” semantice” 23 , fiind regasibil deseori sub forma cuvintelor 
„ars”, „aprins”, „flacara”, „lumina”). Spuneam mai sus ca Prometeu simbolizeaza nasterea 
constiintei in om, dar oare nu asta face si oricare scriitor mare? In majoritatea cazurilor, 
spiritul, inspiratia sau chiar activitatea cathartica de creatie sunt asociate focului: „Cine dintre 
noi, poetii, poate indrazni sa teoretizeze, sa dea sfaturi, sa traseze legi, atunci cand randurile 
noastre, asemenea mesajelor secrete, apar pe hartie numai la flacara” 24 sau, in eseul, Afi sau 
a privi, „ [...] orice mi se intampla reprezinta un spor de cunoastere si toate jerfele de pe 
altarul cunoasterii au, cu putin noroc, sansa de a li aprinse de ochiul zeului si transformate in 
pagini” 25 . In Psihologia focului , capitolul Focul idealizat:focuI si puritatea, Bachelard 
noteaza: „Adevarata idealizare a focului se fonneaza urmand dialectica fenomenologica a 
focului si a luminii. Ca toate dialecticile sensibile pe care le gasim la baza sublimarii 
dialectice, ideologia focului prin lumina se bazeaza pe o contradictie fenomenala: cateodata 
focul straluceste fara sa arda.” 26 Avand intuitia sau informatia acestui fapt, Ana Blandiana 
noteaza in Eu scriu: „Poezia nu trebuie sa straluceasca, trebuie sa lumineze.” 27 

In ceea ce priveste interpretarea semnificatiilor mitului lui Sisif, condamnatul etern la 
esecul ineluctabil, am dori sa ne oprim doar asupra a doua aspecte: „esecul” ineluctabil in arta 
si sensul unui act aparent absurd, in primul caz, prin „esec” dorirn sa intelegem incapacitatea 
frustranta a artistului de a gasi forma capabila a se ridica la valoarea continutului. Ana 
Blandiana exprima, ca orice scriitor, nu o data aceasta idee, dar am ales-o pe urmatoare, caci 
scoate in evidenta dinamica imaginii simbolice prin opozitia termenilor coborare-urcare: 
„Unii sunt fericiti pentru fiecare vers frumos pe care 1-au scris, altii sunt exasperati de fiecare 
noua poezie. Pentru ca fiecare poezie este o trecere din perfectul absolut imaginat, spre 
perfectul posibil real, deci o coborare de treapta, o renuntare.” 28 Urcarea repetata a stancii de 
catre Sisif, pana foarte aproape de culme echivaleaza ca sens cu efortul zilnic al artistului de a 
ridica materia la inaltimea spiritului, constient Hind totusi ca acest fapt e imposibil, caci, de 
oricata maiestrie sau clarviziune ar da dovada, orice forma de exprimare e limitata, deci 
imperfecta. Simbolul stincii lui Sisif se refera si la destinul omului „de a incerca mereu sa 
ridice greutatea doruntelor sale si sa le urce la un nivel superior.” 29 in cel de-al doilea caz, 
sensul acestui travaliu zilnic, aparent absurd prin nefinalizare, ar trebui gasit in interpretarea 
data de Albert Camus mitului lui Sisif, si anume aceea ca valoarea efortului rezida in 
satisfactia indeplinirii sarcinii si nu in implinirea scopului. „Lupta insasi spre culmi e 
suficienta a umple o inima de om. Trebuie sa ni-1 imaginam pe Sisif fericit.” Altfel spus, 
bucuria unei calatorii consta in parcurgerea drumului, in autodepasire, si nu in atingerea 
destinatiei. Gasim aceasta idee si in urmatorul fragment scris de Ana Blandiana, Mai 
important: „M-am intrebat adesea ce este mai important intr-o lupta - faptul ca ai purtat-o sau 
felul in care s-a terminat. Si, oricat ar parea de ciudat, de fiecare data am ajuns la concluzia 
ca, indiferent de sfarsitul luptei, important ramane curajul de a fi luptat.” 30 

Tot pe aceleasi coordonate ale „luptei” se situeaza autoarea si in eseul Scutul fragil din 
volumul Coridoare de oglinzi (1984). De data aceasta este vorba de „lupta” dintre scriitori si 


23 Gilbert Durand, Figuri mitice p chipuri ale operei - de la mitocritica la mitanaliza, Editura Nemira, Bucuresti, 1998, p.9. 

24 Ana Blandiana, Eu scriu, Tu scrii, El, ea scrie, p. 28. 

25 Ana Blandiana, Coridoare de oglinzi, p. 5. 

26 Gaston Bachelard, ibidem, p. 134. 

27 Ana Blandiana, Eu scriu, Tu scrii, El, ea scrie, p. 11. 

28 Ibidem, pp.15-16. 

29 Jean Chevalier, Alain Gheerbrant, ibidem, vol. 3, p. 268. 

30 Ana Blandiana, Coridoare de oglinzi, p.417. 
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realitate, in cazul celor care au vrut sa o schimbe sau sa o ajute sa se schimbe, oferindu-i in 
opera lor reflectia: „intre scriitor si lumea careia el ii este ecou se asaza - ca un scut capabil nu 
numai sa-1 apere, ci si sa-1 ajute sa invinga - opera sa. Secole de-a randul, poetul a fost 
asemenea lui Perseu, fiul lui Zeus, cel care, pentru a infringe Meduza, si-a slefuit scutul si 1-a 
facut oglinda in care, vazandu-si chipul, Gorgona sa fie ucisa de revelatia propriei ei uratenii. 
Secole intregi, ambitia realista a scriitorului a fost aceea de a reflecta atat de perfect lumea, 
incat aceasta sa poata fi invinsa ori macar imblanzita de spectral propriei ei imagini. 
[...]Acum, cand singuratatea, neincrederea si razboaiele au dovedit ca stiu sa sluteasca si sa 
ucida mai bine decat bietul cap al Gorgonei, poetul s-a vazut si el nevoit sa-si schimbe armele. 
Sfidarii si nepasarii, el le-a raspuns prin cosmare de fabricate proprie, artizanala. Renuntand 
sa mai reproduca neaparat lumea, el a ales calea de a-i arata nu propria ei fata, ci 
cutremuratoarele viziuni pe care aceasta le poate produce in sufletul lui. Nu imaginea vie a 
Meduzei reflectata in scut, deci, ci insusi capul Gorgonei, taiat si transformat intr-o forta 
capabila sa apere si sa invinga. Poezia devine astfel scutul firagil al pleoapelor, in umbra lasata 
a carora universului real i se da sansa naiva, si mereu increzatoare, de a renaste.” 31 Opera 
functioneaza astfel ca un scut a carai reflectare a fost diferita in functie de epoca, uneori 
subiectiva, alteori obiectiva, uneori idealizata, alteori realista. Dar in cazul timpurilor 
modeme, postbelice, reflectarea a devenit surealista, alunecand spre macabra si grotesc. Dupa 
modelul eroului mitologic, poetii neomodernisti si postmodemisti au reflectat in operele lor 
reflectia realitatii, deci, o reflectare de gradul doi. Perseu este cunoscut ca fiind invingatoral 
Meduzei, dar Meduza reprezinta, conform lui Paul Diel, un univers morbid al greselii. 
Privirea ei impietreste deoarece in ea omul isi vedea propria culpabilitate. Taierea capului 
reprezinta puterea „de a domina intr-un fel durabil sentimentul excesiv paralizant si morbid al 
culpabilitatii”, puterea de a se privi pe sine „prin intermediul unei judecati masurate, a spadei 
adevarului.” 32 Dificultatea cea mai mare privirii juste consta in detasarea emotionala si fata de 
sentimentul excesiv al culpabilitatii, dar si fata de sentimentul periculos al vanitatii. „Nu este 
indeajuns sa descoperi vina: trebuie sa-i induri imaginea intr-o maniera obiectiva, nici 
exagerata, nici inhibata. Insasi marturisirea trebuie sa fie scutita de excese de vanitate sau de 
culpabilitate... Meduza simbolizeaza imaginea deformata a sine lui... imagine care te 
impietreste, in loc sa te lumineze cum se cuvine.” 33 Revenind la citatul Anei Blandiana, scutul 
reprezentat de opera literara devine astfel o reflectare de gradul doi a carei putere de 
pietrificare se dubleaza, conferindu-i victoria. Finalul eseului implica, insa, foarte subtil 
reconsiderarea premisei formulate in ipoteza, referitor la relatia dintre lume si scris: „La o 
prima vedere, relatia dintre lume si scris este o simpla prisma cu trei fete: exista scriitori care 
au contemplat lumea asa cum era ea, altii care s-au iluzionat ca o vad asa cum ar fi dorit-o si 
altii care au incercat sa o schimbe.” 34 Aceste randuri se refera rolul scriitorului, insa, ca intr-o 
oglinda, finalul se refera la atitudinea cititorului. Prin urmare, doar cei ce ridica „pleopa” 
poeziei sunt supusi eventualului efect punitiv al privirii; acestia se incadreaza in trei categorii: 
prima ii cuprinde pe cei vor sa schimbe lumea poeziei, pe cei neinitiati, cei prea curiosi sau 
dusmanii periculosi (de ex. reprezentantii regimului totalitar, cenzura etc. ) - care vor fi, bine- 
nteles tentati de exces de culpabilitate sau de vanitate, si vor „hnpietri”, intr-o forma sau alta; 
a doua categorie ii cuprinde pe cei partial initiati care vor vedea sub pleopa poeziei ceea ce 


31 Ibidem, pp. 7-8. 

32 Paul Diel, Le symbolism dans la mythologie grecque, Paris, 1966, pp. 90-105. Apud. Jean Chevalier, Alain Gheerbrant, 
Dictionar de simboluri, vol. 3, Ed. Artemis, Bucuresti, 1994, p. 70. 

33 Paul Diel, ibidem, pp. 93-97, Apud. Jean Chevalier, Alain Gheerbrant, ibidem,wo\.2, p. 104. 

34 Ana Blandiana, Coridoare de oglinzi, p. 7. 
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doresc ei, deci vor primi „sansa naiva, si mereu increzatoare, de a renaste”; si a treia categorie 
ii vizeaza pe cei initiati, care vad in Poezie ceea ce este, cu adevarat, fara culpabilitate, fara 
vanitate, fiind capabili astfel de uciderea Gorgonei, prin trairea unei revelatii transfiguratoare. 
Este uimitor rnodul in care stratul de semnificatii descoperit prin interpretarea referintelor 
mitologice adanceste mesajul oricarei scrieri. Se dezvaluie, astfel, o constiinta creatoare 
infinit mai bogata si mai complexa. E posibil ca scriitorul sa nu o fi facut constient sau 
intentionat de lice arc data, dar e cert ca aceste simboluri culturale stravechi au functie 
arhetipala, generand interpretari nesfarsite, reductibile, totusi, la esente. 

In concluzie, in aceste pagini am incercat sa demonstram ca in economia unor eseuri 
ale Anei Blandiana integrarea unor elemente mitologice sau arhetipale constituie o punte de 
comunicare implicita, intre scriitor si cititor, asemeni unui fond sau cod arhaic ce activeaza 
resorturi nebanuite si permite metamorfoze uimitoare. De asemenea, s-a putut observa ca 
numeroase referinte mitologice contribuie la definirea conceptiei sale artistice, conferindu-i 
originalitate, la nivel formal, dar si universalitate, la nivel ideatic. Eseurile sale confinna inca 
o data o realitate deja acceptata, dar foarte frumos fonnulata si de J-P Richard: „Elaborarea 
unei mari opere literare nu e nimic altceva decat descoperirea unei perspective adevarate 
asupra ta insuti, asupra vietii, asupra oamenilor. Iar literatura e o aventura a fiintei.” 35 Intr- 
adevar, scriitura este o experienta intima, ce ofera scriitorului, si apoi cititorului, sansa de a se 
regasi pe sine. 
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Abstract: Ion Heliade Radulescu was an important Romanian writer in the 19th century, who 
managed to develop his literary creation by using many themes and motifs, different tropes and 
embracing a variety of styles. Regarding his poetry, he covered several literary genres. Despite the 
fact that Heliade was a romantic poet, he tried to mix the Romanticism with some influences of the 
Classicism and of the Age of the Enlightenment, creating a unique and original poetry. 

Keywords: poetry, trope, Romanticism, lyrical, myth. 


Stilul si limba creatiei artistice care poartS semnStura lui Ion Heliade Radulescu fac 
parte din amplul proces de unificare si modernizare a limbii romane literare, proces in care 
scriitorul s-a ghidat dupS ideea conform cSreia limba si nationalitatea sunt in stransS 
legSturS, fiind totodatS indispensabile una alteia. 

Se poate spune cS activitatea lui Heliade in domeniul literar cunoaste douS etape 
distincte. Prima etapS (intre anii 1822-1840) se manifests prin implicarea in diverse 
proiecte culturale din arii diferite: invStSmant, presS, lingvisticS, teatru. In aceastS perioadS, 
factorii care au stat la baza dezvoltSrii noii ideologii sunt, pe de o parte, influenta culturii 
grecesti, iar pe de altS parte, continuarea ideilor iluministe ale Scolii Ardelene. A doua 
etapa incepe in anul 1840 si coincide cu o reformare a opiniilor sustinute panS la acel 
moment de Heliade, care se datoreazS ideologiei sale politice, dar si exilului din perioada 
1849-1859. Pe de o parte, in mod incontestabil, Heliade a fost numit „personalitatea cea 
mai mare a a literaturii romane dupa D. Cantemir” (CSlinescu, 2001, p. 66), insS, pe de alta 
parte, intreaga sa activitate literarS a stat sub semnul enigmei, fiind considerat o 
personalitate duals. Cu toate acestea, contradictia dintre cele doua etape mai sus amintite 
face parte din originalitatea lui Heliade ca scriitor. 

Ion Heliade Radulescu a fost adeptul romantismului pasoptist. Curentul romantic 
romanesc este de tip Biedermeier, care reprezintS o variants degradatS a romantismului din 
Europa anilor 1790-1815 deoarece el este „o dare inapoi, o reducere a prctcntiilor cosmice 
la o scarS umanS. Biedermeier este un romantism imblanzit” (Manolescu, 2008, p. 149). 
Acesta se defineste ca fiind impur, avand o predilectie cStre compromisuri stilistice, dar si 
cStre valori morale inalte. Romantismul romanesc poate sS se incadreze in acest tipar „atat 
prin eclectismul sSu, cat si prin inclinatia cStre forme neradicale si detotalizate, cStre istoric 
si etnic, cu precizarea cS el comports nuante absolut particulare ce se cuvin relevate. Chiar 
si strict istoric, epoca romantics se suprapune la noi acestui al doilea romantism european” 
(Manolescu, 2008, p. 149). 
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Romantismul romanesc accentueaza ideea de modernizare si emancipare a poporului 
atat din punct de vedere politic si social, cat si din punct de vedere national si cultural. 
Acesta devine vizibil in secolul al XlX-lea, odata cu aparitia generatiei pasoptiste, din care 
facea parte si Ion Heliade Radulescu; pasoptistii apartineau unei generatii unitare „atat prin 
tendintele lor sociale si morale, cat si prin particularitatile lor stilistice” (Vianu, 1981, p. 
19). Mai mult, secolul al XlX-lea se caracterizeaza prin inovatii care s-au irnpus in spatiul 
cultural romanesc, „a caror esenta este democratizarea culturii” (Tugui, 1974, p. 74), iar 
literatura romantica din perioada pasoptista este o literatura angajata, pusa in slujba 
idealului national. 

Ion Heliade Radulescu s-a adaptat specificului literaturii din prirna jumatate a 
secolului al XlX-lea, prin eliberarea de orice dogma, prin stabilirea statutului spiritual si 
social al artistului, dar si prin credinta in idealuri care provin din convingeri democratice si 
umanitare puternice. Heliade este un scriitor romantic prin „tumultoasa viata interioara, 
vizionarism, privirea antitetica a lumii, tentatia timpurie a angajarii in bataliile vietii, 
curiozitatea mereu vie in fata misterelor existentei individual si universale” (Tugui, 1984, 
p. 130). 

Dupa cum insusi marturisea, creatia literara a lui Heliade a luat nastere incepand cu 
anul 1821, dar adevaratul debut al poeziei heliadiste a avut loc odata cu publicarea 
volumului Meditatii poetice dintr-ale lui A. de Lamartine. Traduse si alaturate cu alte 
bucati originale din D. I. Eliad, in anul 1830, iar ulterior, in anul 1836, toate scrierile sale 
au fost reunite in volumul Culegeri din scrierile lui I. Eliad de proze si de poezie. Un alt 
volum reprezentativ este Caderea dracilor, din anul 1840. Poetul aspira la dezvoltarea 
creatiei poetice initial printr-o schita de plan unitar, care se concretizeaza in anul 1858, in 
Biblice ; in ideea de a crea o istorie a umanitatii, opera cuprindea patru parti ( Biblice , 
Evanghelice, Patria sau Omul social si Omul individual ), sub forma unui poem de mare 
intindere - Umanitatea. 

Heliade aprecia poezia ca arta, „ca factor social activ si credea in puterea ei 
modelatoare” (Tugui, 1984, p. 130). In opinia lui, „poezia isi are limba ei, ca si toate 
celelalte stiinte si mestesuguri si, ca sa o intelegi, trebuie sa o inveti, precum se invata toate 
limbile, ba inca mai mult decat atat, poezia consta in descrieri, in sentiment, trece si prin 
toate invataturile care te pot face destoinic a invata acest mestesug frumos” (Tugui, 1984, p. 
83). Mai mult decat atat, poezia este „cea mai veche dintre toate artele si una dintre cele 
mai naturale omului” (Popovici, 1977, p. 53). 

Ion Heliade Radulescu a pomit in directia unui lirism deosebit, de inspiratie biblica, 
asa cum insusi relateaza: „prin nasterea si cresterea mea, prin ocupatiile mele literare ce nu 
aflau materie despre limba decat in cartile Bisericei ce singure aveam, si mai vartos din 
cauza sujetelor ce ca poet am fost ales, studiul meu de predilectie n-a fost decat Vechiul si 
Noul Testament. Si n-a fost scriere a mea care sa nu fie inspirata sau intiparita oare unde de 
ideile biblice si evanghelice” (Densusianu, 1929, p. 156). 

Opera poetica heliadesca are un caracter modest ca intindere, insa este valoroasa prin 
imboldul creator, prin multitudinea de genuri abordate, dar, mai ales, prin asigurarea caii de 
patrundere a romantismului in literatura romana. Pentru Heliade, aspectele esentiale ale 
poeziei erau armonia si muzicalitatea versurilor. Printre insusiri, putem aminti caracterul 
moralizator si creator al unei limbi si al unor modele literare. Totodata, poezia consta in 
„descrieri, in sentiment, intru inaltarea duhului si a inimii, si intr-aceeasi vreme isi are 
scaunul sau in armonia vorbelor si marimea limbei” (Heliade Radulescu, 1969, p. 176). 




642 


Iulian Boldea, Cornel Sigmirean (Editors) 

MULTICULTURAL REPRESENTATIONS. Literature and Discourse as Forms of Dialogue 
Arhipelag XXI Press, Tirgu Mures, 2016 
ISBN: 978-606-8624-16-7 
Section: Literature 


Revenind la creatia poetica originala a lui Heliade, aceasta se caracterizeaza prin 
varietatea de teme si genuri folosite. Temele poeziilor erau diverse: tema social-politica (O 
noapte pe ruinele Targovipei), opozitia dintre geniu si semenii sai (La F. Schiller), viata ca 
vis ( Visul ), mitul folcloric al zburatorului ( Zburatorul ). Evident, imaginatia sa bogata 
izvoraste din romantism. 

Intalnim la Heliade majoritatea trasaturilor romantismului de tip pasoptist: viziuni ale 
trecutului, aparitia personajelor istorice sau mitologice, interesul pentru istoria nationals, 
pretuirea patriei si a folclorului, dar si adaptarea unor teme precum ruinele, meditatia, 
nocturna. Totodata, aparitia romantismului romanesc are o insemnatate deosebita intrucat 
atunci au fost create genurile si speciile literare, dar si mijloacele de exprimare artistica; in 
sens mai restrans, perioada romantica a fost momentul de inceput al stilului literaturii 
romane rnodeme. 

Creatia poetica a lui Heliade cuprinde specii literare clasice, dar si romantice. Din 
speciile clasice fac parte elegia, oda, sonetul, fabula, satira si epopeea, iar cele romantice 
cuprind meditatiile, balada si jurnalul. 

Specie romantica, poezia Serajimul §i Heruvimul, o meditatie pe tema conditiei 
umane, prezinta existenta aflata sub semnul dualitatii divinitatii. Prin aceasta meditatie, 
Heliade se plaseaza in lirica moderna. Serafimul este „o chintesenta a fericirii senine” 
(Tugui, 1974, p. 144), in timp ce heruvimul provoaca teama, aratand faptul ca Dumnezeu 
nu iarta pacatul originar. Se contureaza un cadru al Edenului terestru, in care omul se 
intoarce la originile fericirii sale. Mai mult decat atat, intreaga poezie este construita pe 
ideea alcatuirii duale a omului. 

Si-n somnu-mi, si aievea fiinta-ti ma-nsoteste; 

Chipu-ti mi-e fat-oriunde, in preajma mea el zboara 
Din soare se repede, din luna straluceste, 

Dupa pamant se nalta, din ceruri se coboara. 

Pe la fantani m-asteapta, cu unda se rdsfrange, 

Cu frunza imi sopteste, cu zefirul suspina, 

Cu valea imi raspunde, cu patima mea plange, 

Cu dealul se inalta, cu campul se alina. 

Visul, o alta scriere a autorului, apare ca o continuare a poemului anterior, iar motivul 
principal din poezie este viata perceputa ca vis. Se stie faptul ca romanticii folosesc in 
scrierile lor imagini onirice. Heliade creeaza astfel poezia filozofica, prezentand viata 
omului in general, dar prin raportare la cunoasterea propriei vieti, in primul rand. Alegoriile 
ascund avataruri ale biografiei, acestea fiind prezentate sub forma unor vise cu scopul de a 
distruge demonii interiori, dar si eul individual si egoist, care trebuia sa lase loc manifestarii 
idealului national. Cu alte cuvinte, este vorba de o detasare de interesul individual pentru a 
se pune in slujba tarii si a poporului, construind astfel cetatea viitorului. 

In poezia Visul regasim versuri care au un caracter satiric, ce contureaza astfel 
portretul prietenului tradator, decazut din conditia de om si transpus in cea de insecta, asa 
cum reiese din sonetul XIE 

Pared era femeie... trasuri amestecate 
Se galcevea pe fata-i de nevoias barbat: 

Lunga, lunga, subtire si oase insirate, 

O sprintena momaie forma grozavu-i stat. 
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Ochii ii erau negri s-unfoc in ei de sange, 

Sub ei un nas lung, groaznic umfla fatale nari; 

Gura-i, un iad de larga, voia cochet a strange; 

Scalambu era-n fata-i, in trupu-i, in miscari. 

Galbena si uscata fata-i cea lunguiata, 

Pana la urechi buza-i d-ocara-nveninata, 

Un rumen de strigoaica in veci se-mprumuta. 

Picioare de insecta ce foametea vesteste, 

In veci nesatioasa cu cinstea se hraneste 
De la strain si rude,far-a putea-o da. 

Se pot observa asadar elementele care configurcaza acest portret: prezenta epitetelor 
duble sau reluate sub forme derivate ( lung-lunguiata ), elemente de superlativ absolut ( gura- 
i, un iad de larga), dar si oximoronul (sprintena momaie). 

In plus, motivul vietii ca vis se regaseste in ultima parte a poeziei, atunci cand eroul 
spera la un viitor mai bun: 

Fruntea-mi albita toata catre pamant se lasa, 

Bratele-mi rezemate toiagul meu apasa, 
lar sufletu-mi se-ntoarce si cata inapoi... 

O, zile! sau ce nume voua vi se cuvine? 

Dar ati trecut! ce trece mai mult el nu mai vine. 

Era mai dinainte sa va intreb pe voi. 

Visul „moralizator si alegorizant, lipsit de aripi onirice, anunta cea mai profunda 
tema a lirismului eliadesc: tema ascensiunii, tema infrangerii limitelor. Ea este prefigurata 
de motivul mai intins al zborului si se pierde in viziunea vasta a cosmosului, a ordinii din 
tariile cerului” (Simion, 1980, p. 88). 

O noapte pe ruinele Targovistei este o poezie romantica ce valorifica tema patriotica; 
poezia aminteste de traditia istorica. Aceasta meditatie confine motivul ruinelor, atat de 
intalnit la scriitorii romatici pasoptisti. Mai mult, aceasta descopera puterea exemplara a 
istoriei si valorifica tema, care de altfel era specified unei etape timpurii a romantismului 
european. Cadrul temporal al meditatiei este nocturn, descris sub forma de pastel, accentul 
deplasandu-se apoi catre meditatia interioara. Poetul face apel la introspectie, reliefand 
zbuciumul interior: 

Ochii-mi in marmurire se uita la vecie, 

Din stea in stea se plimba, in orice stea citesc; 

Sufletu-mi s-aripeaza si zboara in tarie, 

Se scalda in lumina eterului ceresc. 

Vechea cetate natala este sursa de inspiratie pentru poet, iar la sosirea noptii aceasta 
ii trezeste sentimente de melancolie in ceea ce priveste trecutul eroic: 

Fatala presimtire acum ma paraseste, 

Dar vail eu ca si tine sant slab, neputincios; 

Glasu-mi nu-mbarbateaza, poate si el cobeste, 

Sau plange slava veche, si plange dureros. 
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Meditatia poetului se incheie odata cu sosirea diminetii, prin descrierea unui tablou 
de natura, prin imagini artistice vizuale si auditive de mare efect. Acestea sugereaza 
reluarea cursului normal al vietii: 

Turme, cai, dobitoace la apa se coboara, 

Clopote bat, se scutur, cu-al diminetii zvon; 

La vajaitul morii undele se-nfasoara, 

Deschis e ochiul zilei acum pe orizon. 

Capodopera lui Ion Heliade Radulescu ramane insa balada Zburatorul, care a aparut 
in Curierul Romanesc, in anul 1844. Balada valorifica mitul folcloric al zburatorului, care a 
fost amintit in literatura romana si de Dimitrie Cantemir in Descrierea Moldovei. 
Zburatorul lui Heliade este un rnotiv premergator liricii abordate de Mihai Eminescu sau 
George Cosbuc, in literatura romana, iar in acelasi timp, se apropie de zburatorul lui Victor 
Hugo, in literatura universala. Poezia este un monolog alcatuit din trei parti (partea I si a 
Ill-a ca balada, iar partea a Il-a ca pastel). 

Balada sugereaza aparitia sentimentului de dragoste la fetele tinere, un mister greu de 
de descifrat, care imprima teama totodata. 

Poezia incepe cu discursul fetei indragostite patimas de o Uinta misterioasa care isi 
marturiseste starile prin care trece, prin notatii in stil direct: 

Vezi, mama, ce ma doare! sipieptul mi se bate, 

Multimi de vinetele pe san mi se ivesc; 

Unfoc s-aprinde-n mine, racori ma iau la spate, 

Imi ard buzele, mama, obrajii-mi se palesc! 

Discursul fetei sugereaza un strigat, dorinta de a scapa de aceasta boala prin orice 
mijloace, iar solutiile cautate dovedesc lipsa de experienta a acesteia. Tocmai partile de 
vorbire folosite (adverbe, substantive, verbe si pronume) intaresc ideea paradoxului, ca mod 
de manifestare a erosului: 

Oar' ce sa fie asta? Intreaba pe bunica: 

O sti vrun leac ea doara... ofi vrun zburator. 

Ori aide l-alde baba Comana, ori Sorica, 

Ori clu-te la mos popa, ori mergi la vrajitor. 

Si unul sa se roage, ca poate ma dezleaga; 

Matusile cu bobii fac multe si desfac; 

Si vrajitorul ala si apele mcheaga; 

Alearga la ei, mama, ca doar mi-or da de leac. 

Segmentul al II-lea infatiseaza pastelul innoptarii, o tema frecventa la romantici. 
Apare motivul inserarii, iar axa timpului coordoneaza imaginile auditive si cele vizuale. 
Bucolicul se imbina cu romantismul. Soarele apune, vitele muginde la jgheab intins paseau, 
viteii alearga spre ugerul vacilor care, sub fecioreasca mana, provoaca susurul laptelui. 
Treptat, zgomotele se diminueaza, iar stelele apar pe rand. Se creeaza sentimentul de 
solemnitate, prin folosirea unor epitete si metafore care sunt inspirate mai degraba din 
clasicism de aceasta data. Mai mult decat atat, repetitiile si pcrsonillcarile creeaza armonii 
si sugereaza prospetime; motivul visului este prezent si aici, de fapt este vorba de 
proiectarea realitatii in vis: 

Dar campul si argeaua campeanul osteneste 

Si dup-o cina scurta si somnul a sosit. 

Tacere pretutindeni acuma stapaneste, 
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Si latratorii numai s-aud necontenit. 

E noapte nalta, nalta; din mijlocul tariei 
Vesmantul sau cel negru, de stele semanat, 

Destins cuprinde lumea, ce-n bratele somniei 
Viseaza cate-aievea desteapta n-a visat. 

Tacere este totul si nemiscare plina: 

Incantec sau descantec pe lume s-a lasat; 

Nici frunza nu se misca, nici vantul nu suspina. 

Si apele dorm duse, si morile au stat. 

Motivul tacerii este aici prezent ca laitmotiv. Mai mult decat atat, lexicul este cel care 
da impresia de solemnitate, intrucat imprima muzicalitate. Tabloul liric este completat de 
prezenta epitetelor, dar si a metonimiei, iar la nivel silistic verbele folosite sunt 
preponderent la modul indicativ, timpul prezent. 

Partea a treia a baladei sta sub semnul aparitiei motivului Zburatorului, tot prin 
notatii in stil direct. Se face trecerea de la planul sufletesc, la cel natural, culminand cu cel 
cosmic: 

Tot zmeu a fast, surato. Vazusi, impelitatu, 

Ca tinta l-alde Floarea in clipa strabatu! 

Si dreptpe cos, leicuta! ce n-ai gandi, spurcatu! 

Inchina-te, surato! — Vazutu-l-ai si tu? 

Zburatorul este portretizat minimal, dar asemanat cu o fiinta reala, prezentata 
caricatural si umoristic: 

Balaur de lumina cu coada-nflacarata, 

Si-pietre nestemate lucea pe el cafac. [...] 

Ca brad un flacaiandru, si tras ca prin inel, 

Balai, cu parul d-aur! dar slabele lui vine 
N-au nici un pic de sange, s-un nas -ca vai de el! 

Zburatorul este o combinatie intre realitate si vis, iar abia acum paradoxul a fost 
rezolvat, prin metamorfozarea vis-zmeu, insa, cu toate acestea, solutia vindecarii nu a fost 
descoperita. 

Poezia lui Ion Heliade Radulescu este interesanta prin temele abordate (istoria, 
trecutul glorios, ruinele, folclorul, natura, iubirea), prin speciile cultivate, dar si prin 
categoriile estetice utilizate. Prin lirica sa, Heliade a avut rolul de mentor, ajungand sa 
initieze generatiile viitoare de scriitori. Dominat de caracterul sau de vizionar, Heliade 
devine astfel un precursor al liricii moderne. 
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CONFIGURATIONS OF THE POLYPHONIC SELF- 
CONSCIOUSNESS: THE COMPLEXITY OF CULTURAL MEMORY 
IN PHILIP ROTH'S THE PLOT AGAINST AMERICA 


Majid Shirvani 

Junior Researcher, MA, Lorestan university, Khorramabad, Iran 


Abstract: This article focuses on deconstructing the polyphonic competing voices running into Roth’s 
authorial voice. His transatlan tic narrative voice is in fact haun ted by different sub-consciousnesses of 
his authorial mind. The corollary of the aggregation of these voices springs from the formation of a 
contrapuntal environment in the novel. This double-voiced discourse which in Bakhtinicin terms is 
famous with “other-voicedness” founds a condition within this study through which voices can move 
in and out of the novelist’s central narrative voice in an attempt to orchestrate the characters’ 
ideologies. 

Keywords: Jewishness, self polyphony, consciousness, transgredient space 


Introduction 

What makes The Plot Against America shine in Roth’s oeuvre is its artistic blurring of 
the lines between fact and fiction. It is of paramount of importance for Roth to orient his 
literary works more and more toward the quality of verisimilitude. And in doing so, he is so 
punctilious that it is really hard to take on an animadversional approach when judging the 
verisimilitude of his works. As a course of fact, in The Plot Against America, Roth has so 
abstrusely interwoven the two notions of fact and fiction that the act of labeling the novel as 
implausible or unreal could be only done by reviewers who at their best could have a shallow 
reading of the novel. What is going to be tackled in this study is scrutinizing the verisimilitude 
that Roth manipulated in all constituent elements of the novel, especially in characterization. 

Polyphonic Orchestration of Characters’ Ideologies 

To construct novel’s characters as real as possible, Mi kh ail Ba kh tin emphasizes that 
the author’s prerogative voice has to be dismissed for the benefit of the characters’ self- 
conscious. Upon gaining awareness and thus autonomy, characters will not emerge as puppets 
(passive avatars) at the hands of the author. In this regard, in The Problems of Dostoevsky’s 
Poetics, he states that 

“the verisimilitude of a character is verisimilitude of the character’s own internal 
discourse about himself in all its purity but, in order to hear and display that 
discourse, in order to incorporate it into the field of vision of another person, the 
laws of that other field must be violated, for the normal field can find a place for 
the object-image of another person but not for another field of vision in its entirety. 
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Some fantastical viewpoint must be sought for the author outside ordinary fields of 
vision.” (54) 

In The Plot Against America Roth has crafted the incorporation of each character’s internal 
discourse to his field of vision mainly through two strategies: on the first level, he holds 
together a plurality of consciousnesses into his text by unmerging and displacing his authorial 
voice. It is as if the novel stages a platform for the interaction and conversation of distinct 
ideologies imported by each character. In the midst of all characters’ verbal exchange Roth 
does not interfere even at the crucial moments. When in the first chapter Lindbergh’s name is 
getting on everybody’s tongue, Herman Roth shouts a series of questions: “What the hell did 
he [Lindbergh] do?” “What the hell did he do that for?” “Has he completely lost his mind?” 
{Plot 46). All these questions are just partly answered by Alvin’s short and witty remarks, 
whereas the reader is in need of knowing the answers to these questions. Further, the narrator, 
Philip, holds the reader’s curiosity unanswered by ironically jumping to the next paragraph 
and speaking about something else. Secondly, for a more excelled translation of the 
psychology of his characters Roth creates a kind of dialogue with them, and thenceforward 
exploits characters’ words into the text of the novel. Bakhtin believes that upon such 
dialogues, the character is “represented” and not “expressed.” When the characterization is 
developed as such, he or she “does not fuse with the author, [and] does not become the 
mouthpiece of his [author’s] voice” (Problems 54). Hence, there is no surprise in the fact that 
no character could be found in the novel that is incontrovertibly serving the Roth’s authorial 
intention, nor again in the fact that authorial interference on behalf of Roth could be traced 
after all of the verbal exchanges. 

Philip Roth has no interest in staging the characters of the novel unidimensionally, 
even though, it would have served his thematic emphasis if he did so. In his appraisal of the 
novel, Steven G. Kellman believes that it “is a secular American Jew’s nightmare about the 
ascendancy of fervent Christians who define American identity in terms that exclude the 
Roths of Weequahic” (116). Therefore, the Christians, the majority who run anti-Semitic 
discourse into the novels setting are unexpectedly not portrayed as utterly diabolical 
characters. When government programs such as Homestead 42 and Just Folks dispersed and 
disintegrated Jewish families of Newark, Wishnows (Roths’ Jewish neighbor of the down 
floor) become superseded by an Italian Catholic family. This new neighbor of Roths are not 
limned as indifferent and neutral to what is going on to the Jews. When the shockwaves of 
Lindbergh’s presidency threat Jews’ security in the neighborhood, in an act of sympathy, Mr. 
Cucuzza and his son went to Roths floor with some “gifts:” “Joey’s gift was the cake, Mr. 
Cucuzza’s was a pistol,” (256) by which Herman could take care of his family. Likewise, this 
Roth’s resistance against one-sided portrayal of characters goes to Jews of the novel. In doing 
so, he does not stage Jews as wholly aggrieved minorities. Uncle Monty, Aunt Evelyn, and 
Rabbi Bengelsdorf, for example, so get on very well with Americans that have nothing for not 
being regarded as collaborators. One implication of this potpourri of characters is the space 
that he creates between himself (as the author) and his artistic creations. By this space, his 
characters achieve a self-consciousness that would make them no longer the carriers of 
authorial intentions. Bakhtin refers to such self-consciousness “as the artistic dominant in the 
structure of a character’s image, [which] presupposes a radically new authorial position with 
regard to the represented person” {Problems 57). By fortifying his characters by such 
consciousness and thus autonomy, Roth’s narrative voice emerges just as one of the many 
voices of novel’s polyphonic orchestration. 

That Roth pictures his characters as heterogeneous is in fact an endeavor to emulate 
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the stratification and multifariousness of truth. For Roth, to whom fiction is/should be a 
facsimile of real life, employing diversity at the level of characters is substantial. The 
diversity that he assigns to his characters becomes more tangible when each character’s 
personal traits become discretely analyzed. As post-war novels mostly stress the “polyphony 
or heteroglot possibility, hybridity, and post-nationality; and a sense of the profoundly 
unstable and precarious nature of the self in an ever-evolving national space,” (Morley 549) 
The Plot Against America is a host of numerous Weltanshauungen. 1 In the novel, each 
character adheres to his or her own view on life and enters into the city of ideas that Roth has 
architected for the novel. This discursive quality of worldviews traces back to the political 
preference of the characters. In other words, “Politics is where ideological differences 
between people come to the fore, where different viewpoints collide, and where each side 
tries to state its case as convincingly as possible” (Verhaeren 44). In the story, after a family 
dispute Bess notices Philip’s discomfort and curiosity with the inconsistency of characters. 
She asks: “What do you want to kn ow?” When Philip answers “What everyone’s yelling for,” 
she underscores the significance of worldview in man’s life by replying: “Because everybody 
sees things differently.... Because there’s a lot on everyone’s mind” ( Plot 175). As a 
polyphonic novel, The Plot Against America offers a range of feasible definitions for being a 
Jew. Employing such variety makes Roth’s position dynamic in narrating the story. In 
Reading Myself and Others he admits that “For me, one of the strongest motives for 
continuing to write fiction is an increasing distrust of ‘positions,’ my own included” (68). 
From this perspective, the reality that he offers emerges as spectral. Considering reality as 
such, each character’s personal traits merit analysis through a critical myopic lens. In the 
novel, Roth has summed up each character’s concept of reality, a reality that each pries out 
according to his or her own particular worldview: Herman Roth reveals one plane of the 
spectrum that is located between assimilation and a complete identification with Jewishness. 
He is a fierce American Jew, who as an indigenous refuses to give up fighting for the 
democracy and freedom and yet at the same time he fights for the right of country’s minorities 
including Jews, a race that according to Lindbergh locked that democracy and freedom onto 
stalemate. Rabbi Bengelsdorf stands in another place of that spectrum. He is so Americanized 
that many regarded him as a quisling man, as a Jew who “just guaranteed Roosevelt’s defeat!” 
(.Plot 45). Aunt Evelyn, Rabbi Bengelsdorf s wife, set aside everything with the Jews and 
works in the Office of American Absorption, an office which designs programs which either 
consciously or unconsciously have anti-Semitic intentions. Being like this, she hardly can be 
regarded as Jewish when compared to her sister, Bess. Young Philip calls her “estranged 
aunt” when he is asking about the dinner that his aunt had at White House with president’s 
guests; Mr. von Ribbentrop, the German foreign minister. Bess is a moderate character who 
just wants to flee to Canada when she found out that the religious tolerance that the United 
States offered was just a tantalizing hope. Sandy epitomizes a character who is discontent 
from Jewishness and to cope with it, he recourses to “self-congratulation.” After participating 
in Just Folks program and working in the farmlands of Kentucky, he is so satisfied with the 
experience that the Office of American Absorption uses him as a model to encourage other 
Jewish boys to participate in such programs. Alvin who cannot stand the discrimination and 
anti-Semitic discourses, chooses to fight. He runs away to Canada to join the army and fight 
Nazis. Taking into account the behavior of each of above mentioned characters and indeed of 


1 A German Claque for “worldview,” composed of welt (world) and aushauung (outlook) emphasizing the cognitive 
gravitation of one individual toward world through which each notion is ontologically and epistemologically comprehended. 
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all other characters like Walter Winchel, Mrs. Wishnow, uncle Monty, and Earl Axman 
unveils how each character yields his or her own self-consciousness, and that how Roth’s 
authorial resolution becomes obliterated. In this way, his polyphonic narrative mode in the 
novel becomes subsumed with multiple points of view. Debra Shostak believes that this 
strategy allows Roth to “take up a variety of perspectives on the issues that engross him, at 
times in clear opposition to one another and at other times along a continuum. He gives full 
voice to each perspective, which may appear literally or in dialogue, in the monologue of a 
character or narrator, or displaced into action or narrative form” (6). By characters improve 
with such extent of autonomy, two interrelated points need explanation here: the unity of the 
work and the position of the author. In the novel, each viewpoint is set in a way that no one’s 
can surpass the other’s. They are insurmountable since each is “equally developed, equally 
persuasive, and put forth with the same rhetorical force” (Verhaeren 44). In such 
environment, novel’s text holds an anti-theological sense that resists against centripetal forces 
of unity. This justifies why the novel flouts any facile judgment and why the author does not 
allow himself to interfere in the dialogues of the characters. The novel abounds in examples 
of inconclusive disputes between Herman and Rabbi Bengelsdorf, Herman and Alvin, Sandy 
and his parents, Bess and Aunt Evelyn, and Alvin and uncle Monty. Therefore, when Roth 
discards characters’ arguments (by not giving any authorial and moral encompassing 
judgement) the novel will have no room for the binary of privileged/unprivileged ideology. 
This writing off makes The Plot Against America “dialogic rather than dogmatic.” Shostak 
maintains that “[Roth] refuses to imagine such positions in simple binary terms, which might 
allow one perspective to gain interpretive privilege over another, nor does he work varied 
viewpoints through a dialectical process toward a synthesis” (6). With all this, Roth is in fact 
dramatizing the complexity of reality. To him, reality is not that easy to be grasped by any 
binary, but rather, it is a mirage, so to speak, always changing shape. Once in an interview 
with Mervyn Rothstein, he admits that his “impulse is to problematize material... I like when 
it’s opposed by something else, by another point of view” (qtd. in Countertexts 6). 

After all, the last part of the analysis of the characters goes to the main character of the 
story, Philip Roth. What makes his position special here is that this character is the hero, the 
narrator, and shares the same name with his creator. As the story’s hero, Philip, contrary to 
the heroes of the conventional novels is not a glamorized superman who can deal with any 
problem, but he is just a seven-year-old Jewish boy who is frightened with the plight that he 
and his coreligionists experience in fascist America: “Of course no childhood is without its 
terrors, yet I wonder if I would have been a less frightened boy if Lindbergh hadn’t been 
president or if I hadn’t been the offspring of Jews” (Plot 10). One main reason for 
characterizing the protagonist as such is that in polyphonic novels the main character is not 
the holder of authorial intentions. By this not being author’s mouthpiece, the protagonist 
appears just like the other characters because his voice is orchestrated at the same level with 
other’s in the contrapuntal stage of the novel. To Bakhtin, the hero is not a fixed determined 
subject, but a “particular point of view on the world and on oneself’ (Problems 47). He is 
capable of interpreting his own self as well as his surroundings. What is important for a 
polyphonic novelist then “is not how his hero appears in the world but first and foremost how 
the world appears to his hero, and how the hero appears to himself’ (47). Throughout the 
story, young Philip describes how the world (America) appears to him with his own childish 
point of view. With the Lindbergh’s administration, other characters react with their own 
mature eyesight, in the meanwhile, all that young Philip can do here is playing the game “I 
Declare War” (33). Philip as the narrator also turns out as an iconoclastic character when 
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compared to conventional novels: like his heroic version, in this role he does not take on a 
fixing image. He is subsumed with a sum of subconscious selves. That is why when analyzing 
the narration within the “higher unity” of the novel, the overlapping images (partly a seven- 
year-old boy, partly a historian, and partly the authorial Roth) come into the sights. 

One significant feature that the characters of this novel share in common is their 
dynamic personality. As the novel closes, many characters are not those whom they were at 
the beginning. It shows that Roth delineates the diversity of characters not only at the large 
scale of novel’s society, but he does register this diversity at the level of each single 
character’s personality as well. Such stunning strain of bringing vastly dissonant voices in a 
single narrative platform endorses and lauds the polyphonic quiddity of Roth’s masterpiece. 

Dialogue in Artistic Creation 

In the genre of novel, dialogue plays a constructive role. What is meant here by 
dialogue is twofold: it refers to the relation that characters establish through their verbal 
exchanges alongside with the special kind of dialogue that the novelist has with his characters. 
Both senses of dialogue aim at a very transcendental goal. In the previous part it has been said 
that each character enjoys his or her own autonomy by the self-consciousness that they 
achieve from their creator. But how this autonomy is really fulfilled when they are written by 
an author? The answer lies in the role that dialogue plays in the novel, especially the role of 
the latter sense by which the author manages dialogue with his artistic creations. An 
explanation of the autonomy (selfhood) that one achieves in life provides a good starting point 
for expanding and explaining the role that dialogue plays in the answer of the above- 
mentioned question. 

One cannot get a fully image of his self in private. It means that it is impossible for 
man to conceive of himself outside of the relation that links him to the others. Bakhtin 
believes that “In life, we do this [conceiving of self] at every moment: we appraise ourselves 
from the point of view of others, we attempt to understand the transgredient 2 moments of our 
very consciousness and to take them into account through the other” (qtd. in Mikhail Bakhtin: 
The Dialogical Principle 94). All external as well as internal apprehension of self take shape 
under the auspices of man’s surroundings. In this regard, “the others” gain a quintessential 
position in self-understanding. Tzvetan Todorov corroborates that “we can never see 
ourselves as a whole; the other is necessary to accomplish, even if temporarily, a perception 
of the self that the individual can achieve only partially with respect to himself’ (95). 
Provided that one keeps his individual in private, he will lose himself since he is in lack of 
understanding of his self, since being (“etre”) is to be accessed through the other (“autre”) 
(97). Now it becomes clear why Ba kh tin molded “being” on the theory and critical procedure 
of dialogue: he avers that “Life by its very nature is dialogic. To live means to participate in 
dialogue: to ask questions, to heed, to responds, to (dis)agree” (Problems 293). 

By applying the process of self-understanding to the genre of novel, more specifically 
to its characterization, author’s position merits examination, hence the ground for answering 
the posed question becomes prepared. Based on what has been mentioned so far, if the author 
be regarded as the transgredient space around one character, that character will come into an 
understanding of himself. In the process of characterization, the author has to undergo a 
transcendental metamorphosis: he objectifies his fictive avatar in his mind so much so that he 
himself would become that very character. In this way, he begins to live the life of the 


2 A term Bakhtin uses to comment on the inside out space spreading around one’s ego. 
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character. There, he makes dialogue with the character and thenceforward makes a return to 
restore his position as the novelist. It is through this process that he can first come into a fully 
understanding of his characters and then fulfill their autonomy. Accordingly, such author can 
never be charged as the determiner or finalizer of the characters. In designing characters, he is 
not the architecture; all he can do is being “the other,” the transgredient space around their 
consciousness. 

Regarding the characterization of The Plot Against America from this vantage point, it 
becomes unveiled that how Roth was successful in managing dialogue with his characters. 
The spectral qualities that characters offer, shows how much Roth has devoted his authorial 
position for the sake of making his characters as objective as possible. He could have easily 
colonized his characters and made them serve his intention. If he did so, he could even 
intensify the tragic nature of the novel, but as a polyphonic novelist to whom the fallacies of 
conventional art including monotony, delusion, distortion, and finalization have been 
debunked, he prefers to revere the autonomy of the characters and to show life as it really is. 

In The Plot Against America Roth elevates the concept of dialogue by taking it one 
step further so as to install character-character dialogue to the author-character dialogue. This 
ancillary dialogue, through which both senses of dialogue are interrelated, makes characters 
define and invent one another. Bakhtin believes that dialogue 

“is not a means for revealing, for bringing to the surface the already ready-made 
character of a person; no, in dialogue a person not only shows himself outwardly, 
but he becomes for the first time that which he is, not only for others but for 
himself as well. To be means to communicate dialogically is not a means for 
revealing, for bringing to the surface the already ready-made character of a person; 
no, in dialogue a person not only shows himself outwardly, but he becomes for the 
first time that which he is, not only for others but for himself as well. To be means 
to communicate dialogically.” (qtd. in Routledge Dictionary 52) 

When Sandy’s satisfaction with the Just Folks program does not appeal to his father, Herman, 
he becomes lectured by his father. In one of his many dialogues, Herman puts his views on 
“henchmen” across his son: “You know nothing about von Ribbentrop, you know nothing 
about Goring, you know nothing about Goebbels and Himmler and Hess—but I do know” 
(177). The Nazi’s relentless policies is divulged as it becomes clear that the programs of the 
Office of American Absorption were part of Himmler’s prescription “to inaugurate in 
America a systematic process of marginalization that will lead in the foreseeable future to the 
confiscation of all Jewish wealth and the total disappearance of the Jewish population, their 
appurtenances, and their property” (293). Although it is hard for Sandy, he abandons 
everything with Kentucky and begins getting on with girls. As Philip observes, “Sandy’s 
friends were suddenly the girls his age, the teenage girls whom he knew from school but had 
never examined so covetously before” (229). But the most instructive example for this k in d of 
character-character dialogue is one that takes place in novel’s broad socio-political framework 
between the “Christian countrymen” as the majority, and American Jews as the minorities. 
Philip believes that the corollary of this dialogue, the image that Jews earn from it is a 
distorted image: “rather than truthfully acknowledging us to be a small minority of citizens 
vastly outnumbered by our Christian countrymen, by and large obstructed by religious 
prejudice from attaining public power, and surely no less loyal to the principles of American 
democracy than an admirer of Adolf Hitler” (22 emphasis added). Roth feels that this image is 
nothing more than a misrepresentation, because the mirror that the majority hold before them 
does not (want to) reflect a whole Jewish image, and if it does, the image is distorted and 
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prejudiced. Feeling uneasy with this mischievous image, Roth writes in The Counterlife 
(1986): “The treacherous imagination is everybody’s maker - we are all the invention of each 
other, everybody a conjuration conjuring up everyone else. We are all each other’s authors” 
(126). The misrepresented (treacherous) picture of Jewishness makes the novel a host of 
inconsistent selves. No one in the novel - from Rabbi Bengelsdorf to young Philip - can be 
regarded as a typical of Jew. After the frustration that comes along with earning a distorted 
image of the self, each character is no longer able to rule over his self by his own pre-existing 
origin. In consequence, he will receive and inhabit respectively different influences and 
dissonant voices. This explains the contrapuntal quality that ranges over the characters of the 
story. The narration of the novel relies on a series of tensions arisen from different voices 
each of which acts as an author who takes on, so to speak, different heads for the creation of 
each character. Upon this spectacular authorial position, Andrew J. Connolly writes: “he is 
more interested in exploring the productive tensions fostered by a troubled experience of 
origins that never attain absolute authority over him” (105). 

What is more, the dialogic stream that flows in the Rothian fiction is not limited 
exclusively to his own previous works; his fiction does acquiesce to the works of other writers 
too. The case study of this research, for instance, falls to a certain degree in the patterns of 
Sinclair Lewis alternative history, It Can’t Happen Here (1935). Roth alludes to this title by 
the “high-pitched voice” of Mayor Fiorello H. La Guardia who is praising the killed leader of 
the anti-Lindbergh movement, Walter Winchel, while standing beside his coffin: “It can’t 
happen here? My friends, it is happening here - and where is Lindbergh? Where is 
Lindbergh?” (276). Roth also includes Lewis’s real-life wife, Dorothy Thompson, into his 
story. Additionally, he enumerates the concept of “What if they had?” while studying the 
autobiography of Arthur Schlesinger, which is one of the main building blocks of his 
alternative history. 

Apropos of the preceding remarks, it is felicitous here to sum up Roth’s references to 
his own previous works and/or to the works of other writers in the literary device, called 
intertextuality 3 , a narrative strategy to which he recourses to defy the concept of fixed 
meaning in fiction. Through dialogues, once again, Roth’s authorial position appears as 
irresolute. His voice, irrespective of being in possession of the prerogative of authority, 
underdoes many deeds so that it could become on a par with the voice of other characters. 
One certain implication of this state of equipoise is the open-endedness toward which he 
gravitates his fiction: he does not accommodate “self-cancelling” and finalizing voices, but he 
does voice a series of polyphonic and autonomous ideas so as to create a carnivalistic 
atmosphere in which everybody’s voice is orchestrated with a joyful sense of plurality and 
relativity. 

Roth’s Metafictional Heteroglossia on History 

Heteroglossia, sometimes referred to as polyglossia or multiple meanings, generally 
denotes the existence of various voices or socio-ideological interests that concurrently and 
dialogically merge into one another. When it is developed in novel, a variation of meanings 
which in turn can be interpreted in different ways comes forward. Meaning is basically 
influenced and generated by spatial-temporal factors; consequently, when it is formed, it is 
ceaselessly subjected to de/regeneration. Within the story, young Philip gets two completely 


3 A “literary word” verbalized through intertextuality, describes Julia Kristeva, “as an intersection of textual surfaces rather 
than a point (a fixed meaning), as a dialogue among several writings” (qtd. in “Roth, Literary Influence, Postmodernism” 84). 
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different visions on America as he is exposed to different contexts: in the first chapter of the 
novel, when Frank D. Roosevelt is president, Philip conceives America a “homeland for three 
generations” (13). He says: 

“I pledged allegiance to the flag of our homeland every morning at school. I sang 
of its marvels with my classmates at assembly programs. I eagerly observed its 
national holidays, and without giving a second thought to my affinity for the 
Fourth of July fireworks or the Thanksgiving turkey or the Decoration Day 
double-header. Our homeland was America.” (13) 

But such view on America is further drastically changed when he is placed into another 
spatial-temporal environment. In their family trip to Washington D.C., Roth (the author) runs 
an anti-Semitic discourse into the scenario: Roths are insulted and pointed from the passerby, 
and worse, they become “evicted” from the very hotel which Bess had reserved long before. 
When his parents went to talk with manager about this incident, Philip feels as “alone.” He 
asks Sandy “What happens?” “Anti-Semitism” becomes his reply. Further, he feels so 
insecure and “alien” that when the police (who came to solve the problem) ask him “Whattaya 
got there?” he answers: ‘“My stamps,’ I said, but just kept going before he could ask to see 
my collection and I had to show it to him to avoid arrest” (71). Text cannot be finalizing and 
unitary because it is hinged on historical moments and particular environments, and yet if any 
claims so, it has ideological and/or political intentions(s) for sure. Nonetheless, even as 
centripetal forces of unitary undertake the process of finalization, they have to pass through 
disunifying domains of heteroglossia. Ba kh tin asserts that alongside with “the centripetal 
forces, the centrifugal forces of language carry their uninterrupted work” (Dialogic 
Imagination 265). 

Established historical accounts are replete with centripetal forces of language. In this 
field of study, the historian, for the narration of a particular given moment has to finalize 
everything in that moment. In this manner, the language of history directs a forcible 
imposition on events, and hence a distortion of them. Whatever picture be rendered by 
history, it must be noted that through the passage of time, the ferocity of historian’s 
monologic account will be incontrovertibly debunked. But quite on the contrary, postmodern 
novel employs a language that would unremittingly undergo external pressures. The language 
of novel is not exclusively an emanation from author’s mind. Calling such language 
“libertarian,” Raman Selden argues that it is appropriate for “those writers whose work 
permits the freest play of different value systems and whose authority is not imposed upon the 
alternatives” (40). In novel, the author has/shows no tendency to dictate his views and 
ideologies onto the text. He stratifies novel’s language by introducing his text new and 
different spatial-temporal settings. 

Roth’s 2004 postmodern novel, The Plot Against America, becomes suspicious of 
monologic history. On this kind of history, he writes: 

“the relentless unforeseen was what we schoolchildren studied as ‘History,’ 
harmless history, where everything unexpected in its own time is chronicled on the 
page as inevitable. The terror of the unforeseen is what the science of history 
hides, turning a disaster into an epic.” (107). 

In this novel he interplays different voices to question history and issues that come along 
with its unidimensional narration. The thematic arrangement of the novel refuses 
chronological patterns, instead it registers “concerns that all speak to the production and 
meaning of subjectivity: masculinity, embodiment, and male sexuality; Jewish American 
identity; the American subject’s relationship to contemporary American history; and 
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storytelling as a mode of action combining invention and pseudo-autobiography” (Bonnie 
Lyons 144). Novel’s concept of history bears heavy touches of social heteroglossia. Roth 
emancipates many long held voices trapped in the monologic regime of established historical 
accounts. In doing so, he first concocts an alternative history by introducing Charles 
Lindbergh as the president of the United States, and then, like his autobiographical tetralogy 4 
he introduces a “Philip Roth” as the protagonist of the novel; a character who shares with him 
a number of biographical, psychological, and historical experiences. Actually, by changing 
the spatial-temporal qualities of history Roth brings a completely different account of 
America 1940-42, and through this alternative historical moment he unveils new horizons of 
meaning omitted in historical textbooks. He creates a convoluted juxtaposition of views in 
this “counter-history” to produce multiple meanings. 

Roth’s recourse to metafiction in The Plot Against America is a very smart decision. 
As a polyphonic novelist he should be wary with the alert that if he is to lay the foundation of 
his novel on “other-voicedness,” the new meanings that are going to come along with it has to 
be so valid and autonomous that would never be gainsaid by their counterparts. So, for the 
case of alternative history, a genre in which facts are de/regenerated, metafiction will be a 
good sacrilege in which Roth can seek the blurring of the lines between fact and fiction. The 
reliability of the protagonist’s accounts becomes potentially highlighted when it is merged 
with Roth’s autobiographical voice, a quality of fiction whose foundation is only laid in 
metafiction. And political possibilities of America 1940-42 fortify the historical other- 
voicedness of the novel. Novel’s heteroglossia provides the context for the formation of an 
interanimating relationship between fact and fiction, a fusion through which new and valid 
interpretations of history come into being. Upon the strength of this coalescence, Jason Siegel 
writes: 

“The Plot Against America does not merely imagine what would have 
happened if America had become a fascist, anti-Semitic, isolationist state; the 
novel claims that America was such a state to some degree and that we ignore 
this aspect of history if we limit our definition of historical truth to a factual 
chronicle of events and outcomes.” (134-35). 


Conclusions 

In keeping with the spirit of Bakhtin’s polyphonic theories and that of Philip Roth’s 
narrative strategy, the following remarks are presented by way of conclusion. In the 
examination of the contrapuntal techniques in the construction of The Plot Against America, 
this research offered lots of examples of how this American Jewish novelist unveils the 
generic layers and polyphonic voices regarding the identity of Jews as the minorities of the 
United States and the problems that come along with their assimilation. Since the section of 
theoretical framework, it has become clear that Roth’s centrifugal voice in the novel is seeded 
by the monologic (in historical sense) and oppressive (in socio-political sense) forces of unity. 
The segregation and suffocation of American minorities (read Jews) are further corroborated 
by expatiating upon notions such as ideology, identity, poly-subjectivity, and the Otherness. 
Further, when the foundation for the analysis of Roth’s polyphonic narrative strategy was laid, 
I examined and tackled the contrapuntal orchestration of ideologies, double-voiced discourse, 
and stratification of language. Regarding the ideological struggles between Judaism and 


4 Four consecutive novels of Philip Roth; The Facts (1988), Deception (1990), Patrimony (1991), and Operation Shylock 
(1993) are famous within Roth’s autobiographical tetralogy. 
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Americanism, Roth’s recourse to other-voicedness then becomes justified as an endeavor to 
give voice to the very long held truths omitted/ensconced in the historical textbooks, and to 
explain how polyphonic orchestration in fiction contributes to make reader consider and 
reconsider the inconsistencies of any monologic account. To sustain and investigate the 
above-mentioned hypotheses, the critical lens becomes next adjusted on the concept of history 
and the issues that come along with its established accounts. In his attempt to stand against the 
deterministic and monologic qualities of history, he introduces an alternative history to the 
novel and unearths the myth of historical inevitability therewith. The narration of this 
alternative history blurs the lines between fiction and reality because of being accoutered by a 
metafictional (pseudo-autobiographical) hindsight which is subsumed with a double-voiced 
Philip (Roth) as the story and history teller. 

Roth’s novel, The Plot Against America, is more difficult to join the conventional, 
sequential manner that many of Roth’s novels employ. The reader is forced to follow other 
coherent resources. Following this strategy, one basic feature emerges; the ‘polyphonic 
writing’ through which the novel examines the limitations of a collective discourse on 
Jewishness through other-voicedness. Roth registers other-voicedness into his fiction because 
he wants to open up new horizons of meaning by means of his literature. In this way, the 
reader will be well apprised of all of the nuances of his surrounding world. By applying this 
polyphonic narrative strategy, Roth voices ideologies and scenes long held in the monologic 
genre of history. 

The Plot Against America is entirely self-subversive, combining a number of different 
tropes, Bakhtinian concepts and stratified languages within a single novel and extrapolates 
that there is no interpretative model that can enclose the Jewish-American otherness. Insofar 
as this study explored Roth’s interest in the re-invention of history, it focused on textual 
polyphonic sub-consciousness. In this novel, the use of polyphonic tropes is tightly knit to the 
spread of multicultural society conventions. As such, the interpretative issue extends beyond 
matters of the plot. Metafiction thus becomes an authentic milestone of the whole novel; 
hence the dissemination of interpretations offered by the text becomes a form of authorial 
playfulness. One of the main dilemmas met by critics in search for a plausible critical 
perspective on Roth’s novel is that Roth predicts most of the analytical approaches within his 
novels. Therefore, the textual self-interpretation bears a key role in The Plot Against America. 
This self-reflexive interest in metafiction appears most conspicuous when Roth’s way of 
examination reaches a postmodern meaning of textual interplay. 

The subversive plot of the novel constantly interferes into the analysis of the 
characters. A thematic restiveness means that no single theme is prevailing while stylistic 
variation is more extensive. In this light, there seems to be no readily apparent and coherent 
strategy for analyzing them. Nonetheless, this study argued that the polyphonic metafiction 
represents a way of analysis with enough flexibility to account the alternative history within 
the novel. As a result, this study had a more ambivalent attitude towards conceptual 
frameworks, and required a methodology that adjusts this kind of skepticism in terms of its 
plausibility. In order to create a way of analysis specific to the narrative in this novel, this 
study based itself on the Ba kh tinian context that Roth’s novel initially emerged from. What is 
more, experimental and tentative approach to Bakhtinian methodologies is one which this 
study aimed to echo. 

Rather than analyzing the uses of polyphony for a critique of Roth’s novel, this 
research used a Bakhtinian ground to develop a network of concepts, ideas, and interrelations: 
it first considered in detail certain ideas, and then analyzed how these ideas can influence 
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Roth’s novel and how the interrelations help to enable a more dynamic shape of literary 
analysis. As such, Roth developed a way of approaching its historical and theoretical diversity 
without limiting himself to a core set of ideas. He gravitated his analysis toward polyphonic 
renderings of life. Therefore, the particular lens that best fitted these stringent requirements 
within this study was the Bakhtinian theory. 

In ensuring a strong methodology for this study, polyphony encompasses a miniature 
history of discourse analysis, ranging from the rhetoric of interanimation to Marxism, and 
being popularized through Bakhtin’s dialogical theory. Within these lines, polyphony brings 
forth an interpretative pattern that tackles its paradoxical power while authorizing the critic to 
preserve a sort of skepticism towards the concept itself. As a literary tool, it can function as a 
method of enabling new types of analysis. By interpreting a text through the lens of the 
polyphonic discourse, a reader is granted the opportunity to consider polyphony as a host of 
new interpretative connections and possibilities. 

As a framework rich in potential interpretations, polyphony invites the reader to 
simultaneously (re)consider the Roth’s alternative history. This requires a permanent sense of 
shifting foundations. In other words, it is only through other-voicedness that this form of 
analysis can keep itself pertinent and functional as a method. This study re-directs itself 
through the network of themes that an analysis of polyphony helps establish. It constantly 
seeks new ways of approaching The Plot Against America. In doing so, different methods 
including the historical context, close reading, and discourse analysis plus a number of 
theoretical perspectives that offer interconnected ways of depicting American Jewishness are 
used. 

This research thus argued that Roth’s metafictional contrapuntal strategies applied 
within this novel - self-reflection, oblique prediction, intertextuality, reflection, 
carnivalization etc.- merge and generate a polyphonic approach in demonstrating Roth’s wide 
knowledge of the ongoing ambiguities, practices, and theories ensconced in the standard 
(monologic) history. In highlighting all these plausibilities as well as ambiguities, Roth 
elaborates his own perspective as in a profound agreement to the tragic flaws of his narrator. 
It is this angle of Roth’s fiction - his subversive playfulness - that this study has attempted to 
mirror. 

Due to the existence of few scholarly articles on the polyphonic quality of The Plot 
Against America, the direction for future studies is still wide open. The need for more 
research on the Ba kh tinian reading is felt in Roth’s entire cannon now that his “struggle with 
fiction is over” (Philip Roth Society). Some researchers may be tempted to re-adjust their 
critical lenses on the novel by reading it through a political rhetoric, psychanalytical approach, 
and post-national study; virtues unmitigatedly infiltrated the historical and fictional scenarios 
of the novel. 
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Abstract: In the years following the fall of communism, Romanian society found itself in turmoil while 
the country tried to regain its footing in the new geopolitical landscape. The same turmoil made waves 
in the literary world. The cost of the newfound freedom of creation, generated by the disparition of the 
Party’s censorship, was a cacophony of opinions and attitudes regarding the literature written during 
the communism. Because not only we were now free to write whatever we please, we were also finally 
free to analyze and judge the value of the literature written during the 40 odd years of communism. 
The result of this freedom to analyze were a strong divide in the literary world. On one side we had 
those who decided to condamn the communism written literature en masse, while on the other we had 
those who claimed that literary works need to be judged individually and that the political orientation 
of their authors or the social context needs to be only marginally considered. This conflict marked the 
first decade after the communism, while the resolution to it will go on to mark the direction that the 
new Romanian literary history will take. This study will dwelve into how this divide scarred the 
landscape of Romanian literary criticism and history and also how the resolu tion to this open conflict 
brought a new direction for Romanian literary history in itself. 

Keywords: literary history, post-communism, conflict, resolution, criticism 


Daca e sa ii dam crezare lui Bogdan Crc(u si anchetei sale din Convorbiri Literare 
privind starea literaturii romane de dupa 1990, acesta spune ca „fie si instinctiv, s-a simpt, 
imediat dupa caderea regimului lui Ceau§escu, nevoia reintoarcerii catre un trecut care era, 
totu§i, mult prea apropiat de prezent pentru a nu starni rcactii lipsite de discernamint ori chiar 
advcrsitap insurmontabile. S-a afirmat, in tonalitap raspicate, obligapa morala a revizuirilor. 
De cele mai multe ori, programul pe care Lovinescu si-1 asumase cu buna crcdinpi la 
inceputul secolului a fost folosit ca un alibi improvizat; mai precis spus, conceptul lovinescian 
a fost cel mai adesea falsificat sau scos din matca sa eminamente estetica.” 1 . 

Avem de a face cu o pervertire a manifestului pe care Eugen Lovinescu la Sburatorul 
il desemnase drept program al modemismului in accppunca sa romaneasca. Scos din 
contextul sau estetic, acesta a ajuns sa serveasca drept pretext si scuza pentru o serie de 
revizuiri brutale in istoria si critica literara post-decembrista: „Criticul de la Sburatorul (de 
fapt, majoritatea revizuirilor (in de perioada colaborarii la revista Flacara, 1914-1916 si sunt 
cuprinse in volumele III-IV ale Criticelor) sus(inea, inaintea elaborarii teoriei muta(iei 


1 Bogdan Cre^u, Direcfii in literatura romana de dupa 1990 (I), in „Convorbiri literare”, 9 martie 2009. 
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valorilor estetice, ca este nevoie de o revizitare obiectiva a unor opere §i de testarea 
actual itapi lor estetice” 2 . In realitate, cuvintele criticului acestea sunt: „o revizuire a valorilor 
curente ale constiin|ei publice §i rinduirea lor pe o noua scara, dupa realitalilc momentane si 
cvolupa esteticului”. Cateva randuri mai jos, el continua sa-si nuantczc teoria, aparandu-se, 
peste ani, de eronata irgclcgcrc a demersului sau: „...insa§i ideea de «revizuire» reprezinta in 
sine o prcfiguratic a mutapci valorilor estetice, in care formele expresiei sint variabile dupa 
epoci si conccptii momentane, detenninate de congruen^a unor factori multipli, de 
temperatura morala a timpului. Valorile literare ale unei generatii nu mai sint valorile 
generapilor urmatoare; cele mai rnulte dispar cu totul, unele descresc §i foarte purine strabat 
veacurile prin caracterul lor reprezentativ. Evolupa lor este totu§i cu mult intarziata, 
nemaicorespunzand sensibilitapi epocei, prin fori,a incrpci organizata mai ales prin §coala. 
Revizuirile mele i§i propun tocmai de a implini operatia spiritului critic in cercetarea din nou 
a unor valori fara control, la o varsta lipsita de orice inhibipc” 3 . 

La fel cum observa si Bogdan Crepi insa, ceea ce ramane de remarcat imediat in 
programul lovinescian este exact ceea ce s-a pierdut pe drum in reexaminarile literaturii 
postbelice comise in anii ’90: revizuirile vizau, la criticul interbelic, valoarea strict estetica a 
operelor. Iar pentru o astfel de operate insa este nevoie de maturitate. Or, daca este sa-1 
credem pe acclasi Bogdan Crepi, nimic nu a lipsit mai mult dezbaterilor literare din ultimul 
deceniu al secolului trecut decat maturitatea. Astfel, nici una dintre tabere nu a gasit puterea 
de a lua distanta de obiectul discupci §i de a judeca totul cu obiectivitate ori macar cu bun 
simp „Urmarind marea querelle ajungi la concluzia ca de la un moment dat nici nu mai conta 
adevarul in sine, ci placerea de a-i aplica oponentului inca o lovitura sub Centura” 4 . 

Dircctiilc in care intelectualitatea romana s-a despartit sunt doua: pe deoparte 
implicarea intelectualului in politica iar pe de alta neutralitatea si judecarea morala, etica a 
literaturii §i in special a scriitorilor dinainte de 1989. Citandu-1 pe acclasi Bogdan Crepi, 
„firestc ca nu e vorba de doua discupi izolate, ci de simptome gemene ale unei epoci in care 
echilibrul nu putea fi cu nici un pret o solutie. Asupra primului punct nu am de gand sa insist, 
mai ales ca parple beligerante au fost inegale: pe de o parte, Eugen Simion §i acolipi sai, care 
au aruncat mereu in ochii celorlalp apolitismul si... restul lumii, cuprinsa de o patima a 
politicii, nu a politicului” 5 . 

Neutralitatea devenise deci imposibila. Adevarul trebuie cautat, ca mai mereu, pe 
undeva la mijloc: nici impartirca tuturor, pe criterii de adeziune politica, in „ai nostri” si 
inamici nu e lucida, nici impasibilitatea intelectualului in fa^a unor orori ale istoriei nu este 
morala. Timpul a trecut insa §i a demonstrat ca, din pacate, atunci cand ocupa funcpi-cheie in 
structura politica, intelectualul este mult mai naiv §i mai lipsit de si ml practic decat s-ar fi 
putut crede. 

Mult mai interesanta este insa a doua parte a acestei discufi i: in ce masura era necesara 
o judecata a moralitapi scriitorilor sub regimul comunist? Aparuta in 1995, o carte care punea 
unele texte pe masa, documentind compromisul multor scriitori, a reaprins discutia: e vorba 
despre lucrarea lui M. Nitcscu, Sub zodia proletcultismului. Dialectica puterii. „In mare”, 
crede Bogdan Creiu, „taberele au ramas acclesi: Eugen Simion, ca aparator al memoriei 
marilor scriitori si, pe de alta parte, Gheorghe Grigurcu, care alesese calea unei estetici” 6 . 


2 Ibidem. 

3 Eugen Lovinescu, Memorii, in „Scrieri II”, edige de Eugen Simion, Editura Minerva, Bucure§ti, 1970, p. 186. 

4 Bogdan Crepi, op. cit.,. 

5 Ibidem. 

6 Ibidem. 
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Acesta si-a extins judecata savonarolica asupra prcstapei scriitorilor, a compromisurilor lor 
din timpul comunismului §i asupra evaluarii operelor acestora. „Uneori”, constata criticul 
„autorul isi maculeaza propria opera” 7 . 

De aceea, in viziunea lui Gheorghe Grigurcu, nu avem dreptul sa pastram tacerea 
asupra marilor pacate ale unor scriitori precum Sadoveanu, Arghezi, Calinescu, Camil 
Petrescu, Marin Preda, Petru Dumitriu, Eugen Barbu §.a.m.d.. Absolut de acord, crede 
Bogdan Crct,u: „adevarul, oricat de neconvenabil, trebuie dat in vileag. Totul e ca 
dezamagirea produsa de ticalo§iile unor oameni, de compromisurile lor, de lasitaplc §i 
slabiciunile lor sa nu i§i puna amprenta asuprajudccapi de valoare a operei lor. Or, acest lucru 
s-a petrecut de regula in anii ’90. Pe de o parte, s-a exagerat valoarea literara a unor scriitori, 
doar pentru ca au fost anticomuni§ti. Pe de alta, s-a pus un abuziv bemol valorii unor carti 
scrise de mai pacatosii autori mai sus pomeniti”. §i atunci, se intreaba Bogdan Crc(u, „ce 
facem cu opera lor? O scoatem din literatura romana? Or, Grigurcu si alpi ca el au atentat 
cumva la locul din canon al unor mari scriitori: Marin Preda nu a mai fost considerat un 
prozator mare, Nichita Stanescu le-a parut un secretar general al poeziei romanesti etc.” 8 9 

De cealalta parte a baricadei §i mult mai intclcgator cu vechile pacate a fost acclasi 
Eugen Simion, care §i-a facut un program din a pleda, de fapt, tocmai pentru literatura pe care 
inainte de 1989 o aparase de agresiunile regimului comunist. O atitudine cat se poate de 
corecta teoretic, dar pusa in practica intr-un mod specific. Cand vine vorba de „protejarea” 
celor pe care, pe buna dreptate, ii considera scriitori mari, el devine intransigent. „De§i 
declara ca adevarul trebuie rostit, cu price prep in intregimea sa, chiar daca e neconvenabil, 
Eugen Simion pare mult mai dispus sa ierte compromisurile din timpul comunismului §i sa 
apere opera cutarui scriitor. Sigur ca e preferabila aceasta varianta, decat excluderea sau 
negarea valorii, acolo unde ea este vizibila, doar pentru ca biografia scriitorului lasa de dorit. 
Dar, macar de dragul memoriei pioase, ocultarea unor fapte reale, ticaloase sau doar lase, nu e 
o sohfiie. Si totusi, un critic trebuie sa-si fixeze azimutul in funcpc de axa estetica a operei, 
rctinand, pentru istoria literara, cvolupa morala a scriitorului. In aceasta privinta, trebuie sa 
recunosc, pe Eugen Simion rar 1-am prins in off-side. El recomanda mai degraba echilibrul 
verdictului, cunoastcrca contextului, decat acuza rece, fara nuan(a” y . 

E dificil deci sa gasim o cale de mijloc, un punct de echilibru intre cele doua, pentru ca 
§i abordarea aparent mai potrivita a lui Eugen Simion intampina dilicultap in cazul unor 
autori precum Ion Caraion, dupa cum observa §i Bogdan Crefu: „cum il judecam pe Ion 
Caraion, de exemplu? Avem dreptul sa-1 acuzam pur si simplu, trecand cu buretele peste 
marea sufcrinta care 1-a indemnat, poate, sa i§i vanda sufletul? §i, chiar daca conchidem ca 
este un om la§, ba chiar un ticalos, ca §i-a turnat prietenii, binefacatorii, il face asta un scriitor 
mai pufin important? Desigur ca nu. Oricum, cert este ca faptele trebuie cunoscute. Prudenta 
in dramuirea lor e, totusi, o atitudine ce line de bun simf E un nod gordian aici, pe care 
criticul literar are dificultap in a-1 dezlega.” 10 . 

Problema e cea a punctului in care tragem linea §i unde decidem sa includem 
judecata.„Se intimpla ca omul biografic sa nu fie la inaltimca omului care scrie §i criticul 
literar este pus in situapa de a-i judeca pe amindoi, avand cele doua chipuri in fa (a. Cum va 
proceda? Dupa parerea mea nu are alta sansa decat aceea de a spune adevarul, fund atent la 


7 Gheorghe Grigurcu, In jurul libertajii, Editura Timpul, Ia§i, 2002, p. 11. 

8 Bogdan Cre^u, op. cit.. 

9 Ibidem. 

10 Ibidem. 
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circumstance, incercand sa intelcaga tragedia din interiorul unei istorii urate, neignorand, mai 
ales, faptul escntial ca acela care a acceptat un compromis regretabil este un poet important, 
poate un mare poet” 11 . Totu§i, autorul acestor considcrapi de bun simt este mai dispus sa 
pastreze tacerea, considerand ca nu e cazul sa spuna lucrurilor pe nume, ca opera e mult mai 
important! Sigur ca e mai importanta, crede Bogdan Crc(u, dar nu e corect sa achitam, cu de 
la noi putere, unele fapte care au avut urmari grave asupra altuia. Cine i§i manje§te condeiul, 
da seama in fata postcritapi si a propriei con^tiintc, cine face insa rau §i altora, are a da seama 
public de faptele sale. Calea de mijloc ar fi deci o atitudine in care ambele talgere ale balan(ci 
sunt luate in considerare, in care gravitatea faptelor nu neaga valoarea operei, dar nici 
valoarea operei nu elimina vinovapa autorului. Acesta trebuie in continuare sa dea socoteala 
pentru faptele sale in fata unor instance morale. §i totu§i aceste instance morale nu sunt nici 
criticii, nici istoricii literari. 

Doar ca ceea ce astazi ni se pare de o eviden(a care face inutila orice discupe, cu 15 
ani in urma reprezenta un punct nevralgic care a creat multe cangrene. Din pacate Dicfionarul 
general al literaturii romane, coordonat de acclasi Eugen Simion, adopta tacit a doua solupc, 
tot de compromis: aceea a eufemismului. De pilda, despre Eugen Barbu se scrie in ace§ti 
termeni: „Implicat in prezentul imediat, polemist de temut, muindu-si pana in cemeala 
pamfletara, el urmarcstc atent pulsul viepi romancsti si comenteaza poematizand, evenimentul 
politic, intern sau international. Reportajele sale metamorfozeaza faptele nude (luate ca 
pretext), asczand sub lupa detaliul, pentru a extrage scmnificapi in registrul literaturii” 12 . 
Realitatea a fost insa alta, una mult mai pupn benigna si o stiu cei care citeau Saptamdna : 
„Barbu era piscul unui sistem securist instaurat in via(a literara, iar pamfletele sale sulfuroase 
echivalau cu ni§te denunturi. Deloc intamplator, el a fost exclus din Uniunea Scriitorilor in 
1990. §i tot deloc intamplator, astazi opera sa are o cota crescanda, semn ca lucrurile s-au 
a§ezat in mica, dar orgolioasa noastra lume literara” 13 . 

In mod explicabil, concomitent cu zarva, pripita uneori, a reevaluarii literaturii romane 
scrise sub comunism, s-a manifestat si interesul pentru ceea ce exilul a produs in domeniu: la 
un moment dat, critica literara §i-a intors ochii mariti catre acea parte a literaturii romane 
scrise in afara granitelor (arii; pe de o parte, era vorba despre recuperarea unor voci afirmate 
in trecutul comun, dar neacceptat de cei plecap, pe de alta, de naturala atracpc catre fructul 
pana mai ieri interzis. Problema, aparent simpla, se dovede§te, privita cu deta§are, dupa ce 
lucrurile s-au mai a§ezat, ceva mai complicate. Vorbim desigur, despre recuperarea §i 
evaluarea (Nu putem vorbi de o re-evaluare deoarece pana in momentul 89 aceasta a lipsit cu 
dcsavarsire) a literaturii romancsti scrise in exil, care nu trebuie neaparat confundata cu 
literatura disidenta, care §i-a avut autori si in interiorul tarii. 

Mai intai, se poate vorbi despre o sciziune a fenomenului literar romanesc, se intreaba 
Bogdan Crc(u? Cu alte cuvinte, este legitim sa consideram ca, in timpul regimului comunist, 
ar 11 existat un „afara” al literaturii romane? lata o intrebare ce a capatat mai multe raspunsuri 
§i nu toate concordante. in 1995, de exemplu, Sorin Alexandrescu opta pentru incercarea de a 
dezbara mentalitatea scriitorului roman, fie el dinauntrul tarii, fie expatriat, de aceasta 
prejudecata: «Un „afara” al literaturii romane este o alta literatura, nu literatura romana din 


11 Eugen Simion. Fragmente critice, V, Funda^ia Nationals pentru §tiin^a §i Arta, Bucure§ti, 2007, p. 349. 

12 Idem, Dicfionarul general al literaturii romane, vol. I, A-C, Editura Univers Enciclopedic, Bucure§ti, 2004, p. 358. 

13 Bogdan Crepi, op. cit.. 
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exil. Mai precis: literatura romana din exil a incetat sa mai existe. ». 14 . Asaclar, o data cu 
prabu§irea regimului comunist literatura diasporei ar fi fost integrate natural in corpusul 
literaturii-mama. Ar fi vorba, ca sa folosim o fericita parafraza a lui Dumitru Tepencag, 
despre „intoarcerea fiului la sanul mamei ratacite”. Trebuie sa recunoa§tem ca acceptarea unei 
asemenea ipoteze este, mai intai de toate, comoda si poate tocmai din aceasta cauza a fost 
imbrap§ata cu entuziasm. Mai intai, ceea ce din incrpc se numeste de obicei literatura exilului 
nu are o coeren^a proprie, un sistem de dezvoltare 11 rcasca, implicite in cazul oricarei literaturi 
naponale; se poate vorbi despre individual! tap disparate, liccarc cu opera sa mai mult ori mai 
pul.in valoroasa, dar nu despre un organism viu, care ar inregistra o anumita cvolupc ori macar 
con§tiinla de sine. Exista, evident, cateva cxplicapi pertinente ale acestui fapt: sa nu uitam ca 
exilul nu este legitimat decat politic, prin urmare din temeiuri ce depa§esc stricta ocuren|a 
literara. Primeaza, in acest caz, un criteriu extraliterar: a alege exilul echivaleaza mai ales cu a 
lua o atitudine fapsa fat,a de un anumit regim politic si abia dupa aceea a continua sa-p scrii 
opera. Mai mult decat atat, nu de purine ori scriitorii din diaspora si-au facut din operele lor o 
tribuna de la care sa traga necesarul semnal de alarma, de la care sa arate cu degetul ceea ce se 
petrecea in patria ma§tera. Unii dintre ei a§a §i-au castigat notorietatea: Paul Goma a fost mai 
intai numele unui caz tipic Europei rasaritene, al unui „dosar”, al unui oponent curajos al 
regimului totalitar si abia apoi si prin aceasta filicra, a fost luat in seama ca scriitor. Ceea ce 
interesa nu era neaparat valoarea literara a carplor sale, ci ceea ce ele marturiseau despre 
atroci table comunismului; romanele lui Goma au fost receptate ca non-fiction , deci ca 
documente: inainte de a fi un (cunoscut) scriitor, autorul Gherlei a fost un martor al unei 
istorii abuzive, care interesa in Occident 15 . 

Un lucru trebuie subliniat: opera unui autor din exil a fost intotdeauna citita nu numai 
cu un ochi atent la valoarea estetica, ci, poate intr-o mai mare masura, registrul moral a fost 
instituit ca un criteriu csential al evaluarii operei. Nu altfel s-a intamplat dupa 1989 la noi, 
cand a avut loc ceea ce Nicolae Florescu numea „intoarcerea proscri§ilor” 16 . Orice s-ar spune, 
cei revenip in tara, definitiv sau numai prin opera lor, au fost vazup, cel pupn la inceput, ca 
nistc straini; in orice caz, alteritatea lor era evidenta; de aceea, poate, Sorin Alexandrescu, 
unui dintre ei, fopeaza sintagma „romstraini” 17 . 

Doua au fost atitudinile majoritare ale celor de acasa (scriitori sau nu) fal,a de cei 
intor§i: mai intai plasarea acestora pe un edificiu destul de inalt, erijarea lor in repere morale 
absolute. Neacceptand traiul sub tutela sufocanta a unui regim totalitar, unii fiind chiar 
disidcnti, cei din diaspora nu semnasera pactul cu diavolul, iar acest lucru le conferea o 
insemnata credibilitate: devenip peste noapte arbitri ai unei confruntari din ce in ce mai lipsita 
de luciditate, ie§iti de sub valul mitului ce se crease in jurul lor, mai ales prin influenza 
cunoscutelor posturi de radio pe care le controlau, ei pareau, in sfarpt, a-§i fi regasit ,,(ara din 
gand”, cum suna titlul unui poem de Alexandru Busuioceanu. Tousi, dupa o faza inipala 
dominata de aceasta atitudine, reversul medaliei nu intarzie sa apara: „Numai ca, (i re sc in 
spapul nostru, reacpa adversa nu a intarziat sa apara: cine le confera romanilor care au trait in 
afara granitclor tarii, care, vorba aia, nu au suferit ca ccilalti, care nu au mancat salam cu soia 


14 Sorin Alexandrescu, fapte discufii limpezi fipatru propuneri concrete, interviu aparut in „Revista 22”, nr. 25 (279), 21-27 
iunie 1995, reluat in volumul Identitatea in ruptura. Mentalitafi romdnefti postbelice, Editura Univers, Bucure§ti, 2000, 
pp.282-287. 

15 Bogdan Cre^u, op. cit.. 

16 Nicolae Florescu, Intoarcerea proscrifilor. Reevaluari critice ale literaturii exilului, Editura Jumalul literar, Bucure§ti, 
1998. 

17 Sorin Alexandrescu, op. cit., pp. 301-306. 
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(de parca asta ar ft o mare mandrie!), autoritatea de a judeca lucrurile §i de a aplica 
sentinfi?” 18 . 

Astfel, unii scriitori se intorceau, de fapt, intr-o literatura pe care fusesera silifi sa o 
paraseasca. Cunoscufi odata, ei nu aveau decat sa confirme cu ceea ce mai scrisesera intre 
timp. Orizontul de a§teptare trada o sete atat de mare, incat ani de zile tinerii si nu numai ei au 
citit pe nerasuflate Cioran, Eliade, Ionesco etc. Ceea ce fusese nu cu mult timp inainte interzis 
se instituia ca rnoda literara. Asemenea scriitori deveneau adevarate mituri, fara ca nimeni sa- 
§i mai puna problema daca mai pot li ei socotifi autori romani sau nu. Totu§i, Bogdan Crctu 
aminte§te ca „in ultima parte a anilor ’90, lectura lor a fost detumata catre un subiect care line 
de alte sfere: adeziunea lor la mficarea legionara. Pe langa lucrari mai mult decit tendentioase, 
cum ar fi cea a Alexandrei Laigniel-Lavastine, unele semnate de Marta Petreu, Sorin Lavric 
sau Florin Jurcanu au cam inchis o problema care, intr-o istorie valorica a literaturii este, 
oricum, de important secundara. Doar ca un alt simptom al societapi romanesti din tranzipc a 
fost astfel pus pe tapet: de§i un proces al comunismului nu avusese loc, se simfia, chipurile, 
nevoia unuia al legionarismului.” 19 . 

Tot astfel s-au petrecut lucrurile si in cazul unor nume celebre, care nu apucasera, 
totu§i, sa se impuna inainte de a parasi (ara. Monica Lovinescu §i Virgil Ierunca, de pilda, 
aduceau cu ei legenda pe care §i-o construisera, ani la rand, la microfonul „Europei libere”: 
vocea lor fusese simbolul unei gandiri echidistante, a unei judecati neconstranse de presiunea 
agasanta a ideologiei. Intr-un fel, demersul lor critic pastra echilibrul evaluarilor, 
constituindu-se intr-un soi de model a ceea ce ar fi trebuit sa fie critica literara, daca ar fi avut 
un statut independent. Cu alte cuvinte, ei rosteau raspicat din Paris ceea ce in (ara mulp doar 
gandeau, dadeau glas unor opinii echilibrate, lipsite de acel detestabil partizanat politic 
propriu anumitor momente istorice. Lucruri ce nu pot fi nicidecum contestate decat din rea 
voin(aBogdan Crept crede insa ca ne hazardam prea mult cu asemnea allrmatii, aducand drept 
exmplu cazul Monicai Lovinescu: „Fara a-i nega meritele autoarei Undelor scurte, cred ca un 
echilibru trebuie pastrat, caci, la urma urmelor, in ciuda fatalismului insuportabil pe care ani 
de-a randul gazetele literare 1-au manifestat, propunind tot felul de anchete, s-a ajuns la 
concluzia ca Romania postbelica nu este, cel pupn in ceea ce privcste literatura, o Siberie a 
spiritului (sintagma lui Culianu); si asta nu pentru ca ar fi existat in exil o voce, fie ea si 
autoritara, care sa fi desparpt graul de neghina, ci pentru ca, in ciuda inerentelor 
compromisuri (sau poate tocmai cu prefill lor), in Romania comunista s-a scris mult si s-a 
scris bine. Ca Monica Lovinescu si Virgil Ierunca au un merit de netagaduit, acela de a 
menfine viabil un nivel echidistant al actului critic, de a reprezenta un reper al interpretarii, nu 
poate fi negat.” 20 Dar de aici pana la a considera, cum face Cornel Ungureanu, ca ei au creat 
adevaratul canon al literaturii romane postbelice exista un hiatus pe care numai admiratia 
necondifionata, orbitoare, il poate intrefine 21 . 

Un lucru deloc marginal este adeseori trecut cu vederea: ierarhia literara propusa de 
Monica Lovinescu s-a construit urmand indeaproape un criteriu est-etic, nu unul estetic, dupa 
cum autoarea insasi lasa a se intclcgc in cateva randuri. Iar canonul literar se fonneaza in 
timp, in urma acumularilor celor mai prestigioase evaluari estetice, nu de alt tip 22 . 


18 Bogdan Cretu, op. cit.. 

19 Ibidem. 

20 Ibidem. 

21 Cornel Ungureanu, La Vest de Eden , Editura Amacord, Timisoara, pp. 44-51. 

22 Bogdan Crepr, op. cit.. 
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Manuscrisele pe care tiparul nu le ingaduise din cauza cenzurii ar li astcptat rabdatoare 
vremuri mai prielnice la adapostul simbolicelor sertare ale autorilor consacrap, credea unii. In 
mod firesc, a§a ar ft trebuit sa fie, odata ce cam to(i autorii se considerau, e drept, cu voce 
scazuta, victime ale regimului totalitar, care le ingradea libertatea de create, iar rcvansa nu 
putea fi luata (a(is, fara riscuri mult prea mari; acela§i sertar putea deveni, a§adar, depozitarul 
justificarii lor in fa(a posteritafii. 

Dupa cum spune §i Bogdan Crefu, nu a fost nevoie de prea mult timp pentru ca 
spcranta si increderea sa sucombe in dezamagire. Putinc s-au dovedit a fi operele scrise sub 
comunism si ramase nepublicate, apte sa schimbe ierarhia literara. Inventata uneori ad-hoc 
sau macar ajustata post ludum, se in^elegc, tocmai „in parole cscntialc”, producfia literara care 
nu a avut privilegiul publicarii in regimul comunist s-a dovedit a fi mai degraba o „literatura 
din sertare”, destul de inofensiva fa(a de o ideologic pe care nu indraznea sa o dezavueze 
altfel decat in modul acceptat din strategii perverse chiar de cenzura, redus de obicei la 
parabola tulbure sau la mult gustatele „§oparle” care, oricat de fioroase ar fi putut parea, 
ramaneau, totu§i... „§oparle” 23 . 

Exista totusi si o opinie care combate aceasta penurie de opere de sertar. Dan C. 
Mihailescu isi sprijina, de fapt, intregul volum I al culegerii sale de cronici literare, Literatura 
romana in postceau.psm. Memorialistica sau trecutul ca re-umanizare pe c red in (a ca marea 
§ansa a literaturii noastre a fost chiar aceasta redescoperire a unor opere interzise inainte. De 
fapt, afirma el tran§ant, nelasand loc negocierii, „sertarele au dezvaluit comori, umpland o 
biblioteca”, astfel incat „memorialistica a fost - si este - la noi suprema revel ape culturala de 
dupa 1989” 24 . 

§i totu§i, crede Bogdan Crcfu, cateva lucruri se cer discutate. Nu orice opera 
nepublicata inainte de 1989 reprezinta o adevarata scriere „de sertar”, a§a cum pripit sau pur 
§i simplu interesat s-a considerat o vreme: deoarece o anumita ambiguitate planeaza asupra 
sintagmei, avem aici o teorie de bun simp aparpnandu-i marginalizatului ieri, ca §i azi, Paul 
Goma: „ Literatura de sertar era cea care: a) - prin ceea ce spunea (in scris) nu se arata in 
acord cu Puterea (or, se §tie: «Cine nu-i cu noi e impotriva noastra»); b) - gasita la o 
pcrchczipc, ar fi provocat, nu doar arestarea §i condamnarea autorului - «pentru agitapc 
publica», «pentru subminarea puterii populare» - dar si pedepsirea «dcpnatorului» (un 
prieten, un coleg, o ruda, o amanta); c) - fire§te: un asemenea text nu era «de propus» editurii 
(deliberat am folosit singularul), deci despre existen(a lui sccuristii nu §tiau” 25 . 

Daca acceptam o asemenea viziune nu ne ramane decat sa facem bilan(ul, fara a pierde 
pe drum cel dintai (§i cel mai important) termen al sintagmei. Pe aceasta 111 era putem deci 
selecta, cu anumite omisiuni desigur, ceea ce poate fi evaluat estetic din intreaga productic 
„de sertar”: din seria jurnalelor, cel al lui Nicolae Steinhardt, cel al lui Ion D. Sirbu, cel al lui 
Mihail Sebastian, cel semnat de Jeni Acterian si cel al lui Mircea Zaciu. Formulele sunt 
diferite, unele aduc mai mult a insemnari memorialistice ori chiar a eseu. Din zona 
autobiografiei §i a memorialisticii sau a acestora travestite fictional, numele lui Paul Goma 
trebuie pus in frunte, alaturi de cel al lui Blaga, de luat in seama pentru Luntrea lui Caron si 
de Petre Pandrea. Ion Ioanid este cel mai bun memorialist al spapului conccntrationar, alaturi 
de care Lena Constante §i Florin Constantin Pavlovici fac o figura frumoasa. In proza putem 


23 Paul Goma, Scrisuri (1972-1998), Editura Nemira, Bucure§ti, 1999, pp. 502-503. 

24 Dan C. Mihailescu, Literatura romana inpostceaupsm. Vol. I, „Memorialistica sau trecutul ca re-umanizare”, Editura 
Polirom, Ia§i, 2004, pp. 9-10. 

25 Paul Goma, op. cit., p. 503. 
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slecta Adio, Europa!, de acela§i Ion D. Sirbu, Gulliver in Jara Minciunilor, satira lui Ion 
Eremia, Biserica Neagra a lui A.E. Baconsky, Ultimul mesager, de Bujor Nedelcovici si 
unele romane ale lui Paul Goma, ultimele trei cazuri beneficiind de publicarea in strainatate. 

Cazul lui Paul Goma, al carui nume a fost men(ionat de multe ori in aest studiu, 
deopotriva ca reprezentant al disiden(ei si ca teoretician a ceea ce poate fi caliHeat drept 
literatura de sertar, cenzurat de Nicolae Manolescu, este cel mai cunoscut. Nici Dan Petrescu, 
Luca Pi(u, Liviu Antonesei sau Dorin Tudoran nu au o pozipc privilegiata. Ei ocupa o 
marginalitate catre care au fost, u§or-u§or, impinsi. Unele opinii referitoare la accstia frizeaza 
chiar absurdul. Demonstrativ este acest fragment din Ion Simu(: „Pastrandu-se in acccasi nota 
negativa impotriva tuturor, disidcntii si-au dovedit inca o data nocivitate. Au fost nocivi in 
comunism (ceea ce ar fi crezut unii ca e bine, pentru ca ducea la ruinarea sistemului) §i au 
ramas nocivi, ba chiar mult mai nocivi, §i in democra|ia postdecembrista (ducand la ruinarea 
tuturor prestigiilor, facand ineficienta §i ilegitima orice autoritate)” 26 . Prin urmare deci, vina 
apartinc nu celui care pacatuie§te, ci aceluia care nu are ce face §i atrage atenpa asupra acelui 
pacat. 

Toate aceste analize si discu|ii privind tipurile de literaturi emergente dupa momentul 
1989 nu fac insa decat sa duca spre un punct comun, care este insa unul extrem de nevralgic 
in orice istorie literara §i poate amcninta chiar rcasczarca unei epoci literare. Vorbim deci 
despre rediscutarea si renegocierea canonului literar. Fenomenele prezentate in paginile 
anterioare §i dezbatute pe larg de Bogdan Cre|u echivaleaza cu tot atatea atentate la canonul 
literar impus de criticii gcncra(iei ’60. Discu(ia poate fi insa pornita de la cateva articole 
publicate de Virgil Nemoianu in 1990 in paginile Romaniei literare. Sorin Alexandrescu a 
revenit §i el cu un studiu despre canonul romanului interbelic, reluat in Privind inapoi 
modernitatea. Treptat, subiectul a devenit unul incitant, astfel incat mai mul(i critici §i-au 
adus contribu(ia. S-a tradus cartea lui Harold Bloom, au aparut chiar lucrari autohtone, 
culegeri tematice (una coordonata de Marin Mincu), astfel incat s-a ajuns si la ideea unei 
batalii canonice de data recenta. Altfel spus, canonul postmodernist ar incerca sa-1 submineze 
pe cel modernist, impus de critica interbelica si de cea §aizecista. Ceea ce trebuie remarcat, 
crede Bogdan Cre(u, este in primul rand o spaima a vechii garzi a criticii, o reticen(a fa(a de 
orice tentativa de schimbare. Ani de zile, Eugen Simion, Nicolae Manolescu, Alex. 
§tefanescu, Mircea Iorgulescu nu au putut accepta ca locul unor Marin Preda, Alexandru 
Ivasiuc, D.R. Popescu, Fanu§ Neagu, Augustin Buzura, Nichita Stanescu, Marin Sorescu etc. 
poate fi relativizat, ca la acela§i nivel cu ei pot convic(ui autori precum Radu Petrescu, Mircea 
Horia Simionescu, Gellu Naum, Mircea Ivanescu, Leonid Dimov, Emil Bruaru §.a.m.d. 27 . 

O sinteza a acestor dezbateri o face Ion Simu(, care incearca, intr-o maniera care 
denota traditionalismul, sa apere canonul estetic al anil or ’60 de impurita(ile agresiunilor 
postmoderniste. „Postmodemismul trimite, de fapt, canonul estetic spre lada de gunoi a teoriei 
§i a istoriei literare” 28 , conchide el intrezarind o apocalipsa a literaturii. Pe de alta parte, tot el 
sesizeaza un lucru care optzecistilor doritori a accede in topul valoric prin alte mijloace decat 
cele strict valorice le-a scapat sau nu le-a convenit: „canonul neomodernist, cu Marin Preda, 
Nichita Stanescu, Marin Sorescu §i Nicolae Breban in varf, nu este opera regimului comunist, 
ci opera criticii estetice §aizeciste” 29 . De§i este de acord cu el, Bogdan Cre(u considera ca asta 


26 Ion Simut, Simptomele actualitafii literare , Biblioteca revistei „Familia”, Oradea, 2007, p. 103. 

27 Bogdan Cretu, op. cit.. 

28 Ion Simut, op. cit., p. 23. 

29 Ibidem. 





667 


Iulian Boldea, Cornel Sigmirean (Editors) 

MULTICULTURAL REPRESENTATIONS. Literature and Discourse as Forms of Dialogue 
Arhipelag XXI Press, Tirgu Mures, 2016 
ISBN: 978-606-8624-16-7 
Section: Literature 


nu inseamna ca unii autori nu trebuie recitip la rece si recvaluap. Aceasta atitudine 
conservatoare a criticii vechi a aparut §i ca o reacpe de autoaparare fa(a de agresiunile 
optzeciste. Considerind ca a venit vremea lor, unii dintre acestia au incercat sa impuna o 
ierarhie a literaturii in care marginalii de ieri ocupau prim-planul. Gestul a parut o 
lezmajestate 30 . Este totu§i in contextul unei necesare observari a rcalitaplor istorice, un 

tablou destul de pupn credibil, dar care ii convine de minune criticului nostra, in incercarea sa 
de a atribui intaietate unei tending care ar reprezenta incununarea unor indelungi si insistente 
incercari autohtone de schimbare a paradigmei moderniste. Atacul la valori autentificate 
precum Nichita Stanescu sau Marin Sorescu nu a avut decat daral de a intari rigoarea criticii 
§aizeciste, astfel incat canonul cu greu s-a lasat modificat. 

Din pacate, sintezele de istorie literara care au aparut, de la cea a lui Eugen Negrici, la 
cea a lui Alex. §tefanescu ori la recenta Istorie critica a lui Nicolae Manolescu nu au 
suficienta rigoare spre a inchide discupa despre canon. Ele denota mai curand limitele 
autorilor lor decat sa sintetizeze o stare de fapt, sintetizare care isi cere vehemnt dreptul la 
cxistcnta. 

In ultimii ani, se observa o noua spaima provocata de atitudinea necenzurata a 
scriitorilor lansa^i in anii 2000 fa(a de trecutul literar. El nu are fort a necesara sa ofere tablele 
legii literaturii romane. Canonul este totu§i o ierarhie la care se ajunge prin consens tacit si 
indelungat, care reune§te eforturile mai multor gcncrapi de critici, ale caror judeca|i sunt 
mereu supuse unei examinari a prezentului 31 . 
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Abstract: Body, sexuality and prostitution are notions that influence each other. The body becomes a 
concern for bourgeois society in all the aspects of life: heredity, marriage, genealogy. Health becomes 
an important trait from a physical point of view as well as for social life. The healthy man will be 
ready for political, economic, and future life. Sexuality begins to become a subject associated with 
politics and law. It is from this idea that we can speak about a sexual repression based on the 
protection of the body, which is why the prohibition becomes a widely used concept. Generally, in 
France we talk about a bourgeois morality that settles in the society of the nineteenth century. Within 
the bourgeois class we are also talking about moderation and the control of instinct. Sexuality 
becomes a taboo subject, practiced with discretion and restraint. At this point, it must be emphasized 
the fact that the family was based on the idea of procreation. The woman had to correspond to the 
model mother in charge of the household and children. Sexuality within the family was reduced to the 
term of procreation. In this way, since the institution of marriage provoked a rarefaction of sexuality, 
prostitution was the solution adopted and tolerated by the State so that man could find carnal 
satisfaction. At the same time society remains balanced and the family united. 

Keywords: sexuality, body, prostitution, family, morality 


Lorsqu’il s’agit de la prostitution, il y a souvent beaucoup de questions qui nous 
viennent a l’esprit: pourquoi la prostitution existe-t-elle, quel est son role et pourquoi doit-on 
vendre nos corps a autrui ? Le corps n’a pas ete present seulement dans le domaine social, 
mais aussi litteraire ou artistique. Bien qu’il s’agisse du corps comine objet du desir, ou 
comine objet d’art, le XIXe siecle est la periode la plus significative pour envisager des 
concepts comme : le corps, la sexualite, la prostitution. Lorsqu’il s’agit du corps, Alain 
Corbin affirme : « Corpul contemplat, corpul dorit [...] constituie un ansamblu de obiecte 
istorice obsedante intr-un secol care a vazut procesul de elaborare a noljunii de sexualitate. » 1 
Ainsi, le XIXe siecle est le temps qui privilegie une etude approfondie sur le corps et 
la sexualite. Ce siecle n’a pas mis en evidence seulement une idee pregnante, mais a cree des 
debats, meme des projets pour ou contre la prostitution. Ainsi comme Rose Dufour l’affirme, 


1 Alain Corbin, « Intalnirea corpurilor », in Alain Corbin, Jean-Jacques Courtine, Georges Vigarello (coord.), Istoria 
corpului. De la Revolufia Franceza la Primul Razboi Mondial, vol. 2, traducere in limba franceza de Simona Manolache, 
Camelia Biholaru, Cristina Drahta, Giuliano Sfichi, Bucure§ti, Art, 2008, p. 163. (Le corps contemple, le corps desire, [...] 
constitue un ensemble d’objets historiques obsedants dans un siecle qui a vu le proces d’elaboration de la notion de 
sexualite). [nous traduisons] 
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Parler de la prostitution, c’est ouvrir une reflexion, un debat sur la sexualite 
humaine, les rapports sexuels et relationnels entre les femmes et les hommes, les 
rapports entre les parents, les rapports entre les peres et leurs filles, les rapports 
entre les meres et leurs filles, les rapports de complicite et de rupture entre les 
parents et leurs enfants, les rapports entre les adultes et les enfants. 2 

De cette maniere, nous pouvons constater que le corps, la sexualite et la prostitution 
sont des notions qui s’influencent reciproquement et ouvrent des perspectives multiples : non 
pas seulement sur des rapports physiques voire sexuels, mais relationnels. La prostitution 
apporte des modifications sur tous les plans : sociaux, familiaux, economiques. Parler de 
prostitution c’est reconnaitre son existence et sa presence dans le milieu social, mais aussi 
culturel et artistique. Beaucoup d’ecrivains et d’artistes ont pris ce sujet coinme themes dans 
leurs oeuvres justement pour reveler les rnoeurs et les realites du siecle. 

Si on parle de la sexualite au XIXe siecle, il faudrait dire que pour la societe 
bourgeoise la sexualite a ete un sujet qui interessait, qui souciait et qui occupait une partie 
importante de la vie. En ce sens, Michel Foucault presente cet aspect en remarquant que : 

Le sexe n’est pas cette partie du corps que la bourgeoisie a du disqualifier ou 
annuler [...] II est cet element d’elle-meme qui l’a, plus que tout autre, inquietee, 
preoccupee, qui a sollicite et obtenu ses soins et qu’elle a cultive avec un melange 
de ffayeur, de curiosite, de delectation et de fievre. Elle lui a identifie ou du moins 
soumis son coips, en lui pretant sur celui-ci un pouvoir mysterieux et indefmi ; elle 
y a accroche sa vie et sa mort en le rendant responsable de sa sante future. 3 

De cette facon, nous remarquons que la sexualite est reconnue comme un aspect 
integrant dans l’existence que la bourgeoisie a explore au fil du temps, qui l’a interessee. Elle 
a essaye d’utiliser les moyens les plus adequats pour la garder et pour la reveler. Elle a 
compris que la sexualite depend du corps, la partie physique qu’elle a continuellement 
exploree avec plaisir et precaution en meme temps. 

Le corps devient un souci pour la societe bourgeoise dans tous les aspects de la vie : 
heredite, mariage, genealogie. La sante devient un trait important tant du point de vue 
physique : pour la longevity, ainsi que pour la vie sociale. L’homme sain sera pret pour la vie 
politique, economique, tres importante pour l’avenir. 4 Au-dela du corps sain, Michel 
Foucault parle du « corps sexuel » et explique que tout a la fin du XIXe siecle, les gens 
cherchent a proteger leurs corps et n’acceptent pas la sexualite d’une maniere facile, c’est la 
raison pour laquelle elle sera thematisee par l’interdit, par l’exigence, par la rigueur. 5 

Petit a petit la sexualite commence a devenir un sujet associe a la politique, a la loi. 
C’est a partir de cette idee que nous pouvons parler d’une theorie de repression de la 
sexualite. 6 II s’agit done d’une repression sexuelle generalisee sur tous les aspects qui sont 
englobes dans ce theme. 7 Afin de comprendre le concept de sexualite au XIXe siecle, nous 


2 Dufour, Rose, Je vous salue — : Marion, Carmen, Clementine, Eddy, Jo-Annie, Nancy, Jade, Lili, Virginie, Marie-Pierre : 
le point zero de la prostitution, MultiMondes, 2005, p. 1. 

3 Michel Foucault, Histoire de la sexualite. La volonte de savoir, Paris, Gallimard, 1976, pp. 163-164. 

4 Ibid., p. 165. 

5 Ibid., p. 169. 

6 Ibid., pp. 169-170. 

7 Nous parlons d’une theorie de la repression liee a la diffusion de la sexualite. Au XIXe siecle on cherche a definir la 
sexualite par rapport aux autres siecles et on souhaite trouver les elements qui la definissent pour proteger le corps. La 
repression est justement un moyen de mettre en evidence la sexualite par l’interdit, par l’autorite, par la soumission. 
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parlons d’une repression de la sexualite, basee sur la protection du corps, c’est la raison pour 
laquelle l’interdit devient un concept largement utilise. 

Generalement, en France et en Angleterre egalement, nous parlons d’une morale 
bourgeoise qui s’installe dans la societe du XIXe siecle. II s’agit de la moderation au sein de 
la classe bourgeoise et du controle de l’instinct. 8 Ainsi, c’est a partir de la Restauration (1815- 
1830) que l’ascension de la bourgeoisie devient evidente et promue. C’est elle qui herite le 
capital social, c’est la raison pour laquelle elle doit etre un rnodele dans la civilisation, surtout 
pour la fidelite et pour l’union familiale. Ainsi, la sexualite devient un sujet tabou, pratique 
avec discretion et retenue. 9 A ce point, il faut souligner l’idee que la famille etait fondee sur 
l’idee de procreation, la femme ne disposant pas de son corps et de sa sexualite. Elle devait 
d’abord correspondre au rnodele mere au foyer, chargee du menage et des enfants. La 
sexualite au sein de la famille se reduisait au tenne de procreation. 10 Ces idees mettent en 
evidence le statut de la femme mariee a l’epoque. Au sein de la famille, la femme n’exerce 
pas son pouvoir sexuel sur l’homme au sens de la jouissance du corps. La sexualite feminine 
est restreinte est reduite au stade de la necessite de mettre des enfants au monde qui puissent 
heritier le capital social et continuer la tradition bourgeoise. Dans ce sens, Gerard Pommier 
explique : 

Cette dissociation de l’amour et du desir rend compte jusqu’a un certain point 
d’une opposition du matemel et du feminin. Mais le patriarcat desaxa encore plus 
ce desequilibre : en faisant du rejet du feminin le principe de sa propre legitimite, il 
ne laissait guere que la prostitution a celles qui refusaient la matemite. Il a 
exacerbe a 1’extreme la sorte de division des roles entre maman et putain (..) * 11 

Ainsi, pour le bourgeois, la femme n’englobe pas toutes les caracteristiques lui sont 
specifiques. Par contre, il lui attribue des roles et l’envisage sous deux aspects : femme au 
foyer (mere) et femme desiree (prostituee). Ces categories lui sont accordees en fonction des 
sentiments que le bourgeois ne peux pas eprouver seulement pour une seule femme, l’epouse: 
on parle de l’amour et du desir, du matemel et du feminin. La reglementation de la 
prostitution a accentue cette division et bien que cachee au monde publique, la societe ait 
encourage l’existence de ce phenomene qui pouvait satisfaire le desir de l’homme. 

Alain Corbin affirmait que : « Or, aux yeux des ediles, la prostituee ne fait pas que 
symboliser, elle manifeste, elle incarne l’ordure morale. (...) les reglementaristes tolerent 
l’ordure puisque celle-ci manifeste le bon fonctionnement de l’organisme social. » 12 C’est 
ainsi que la societe envisageait le bon etat de la civilisation, revolution et l’idee de famille 
toujours protegee. Mais, assurer le bonheur de la bourgeoisie n’etait pas facile surtout a cause 
de la peur de la syphilis, la raison pour laquelle le controle medical etait effectue 
regulierement sur les fdles publiques. 13 Mais, meme si la prostitution etait dangereuse de ce 
point de vue, 


8 Thierry Pastorello, «Les caracteristiques de la morale sexuelle au XIXe siecle », dans Suite, juillet, 2013, disponible sur : 
http://suitel01.fr/article/les-caracteristisques-de-la-morale-sexuelle-au-xixe-siecle-a27995. 

9 Ibid. 

10 Juliette Goudot, « Le XIXe siecle amoureux », dans Moustiques, juillet 2013, disponible sur: 
http://www.moustique.be/television/249373/le-xixe-siecle-amoureux . 

11 Pommier, Gerard, Feminin, revolution sans fin, Paris, Fayard, 2016, p. 116. 

12 Alain Corbin « La prostituee » , dans Jean-Paul Aron, Miserable et glorieuse la femme du XIXe siecle. Paris, Fayard, 
1980, p. 43. 

13 Perrot, Michelle, Femmes publiques, Paris, Textuel, 1997, pp. 28-29. 
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le bourgeois peut avoir plusieurs femmes dans sa vie : la femme de ses reves, idealisee ou 
erotisee ; la reguliere, l’epouse qui tient sa maison ; la maitresse de ses sorties en villes, 
discrete bonne amie des maisons de rendez-vous ou maitresse volontiers affichee par ceux 
qui ont les moyens d’acceder au gratin de la galanterie et a la liberte de l’ostentation. 14 

En ayant plusieurs femmes, selon les sentiments et les besoins du bourgeois, nous pouvons 
remarquer la superiorite du masculin sur le feminin. Dans une societe patriarcale, il etait 
normal que l’homme domine, qu’il prenne des decisions, qu’il exerce sa sexualite et qu’il 
utilise son corps selon son propre gre. L’epouse n’avait autre choix que de se conformer et de 
veiller au bon fonctionnement de la maison et de sa famille. Accepter cette condition de 
femme au foyer, de mere et de servante faisait partie des attributions d’une epouse qui n’avait 
pas le pouvoir de changer son role a la fin du XIXe siecle, dans une societe patriarcale dans 
laquelle l’homme dominait. 

L’idee de famille n’impliquait pas la passion, mais plutot une relation basee sur 
l’amitie, sur la tranquillite et sur le confort dans le milieu conjugal. A part le fait que le mari 
avait des droits auxquels la femme devait se conformer, le manage exigeait un equilibre entre 
le corps et Tame en mettant l’accent sur la confession et sur la confiance reciproque. Les 
moralistes du XIXe siecle partageaient l’idee de couple et de famille et donnaient des conseils 
a l’egard de la conduite sexuelle. Ainsi, ils consideraient que l’homme devait etre en pleine 
sante sexuelle, responsable et tendre. C’est lui qui devait initier la femme dans les relation 
intimes afin qu’ils arrivent a un accord et a une satisfaction communes. 15 
« Dans le mariage, souvent arrange, la femme doit accepter sa servitude (...). La femme est 
faite pour etre dominee, en raison de son inferiority naturelle. » 16 Telle etait la vision de 
Tepoque : la dominance de l’homme devait s’imposer sur tous les aspects de la vie et done 
c’est lui qui decidait ce que la sexualite, le corps et la feminite signifiaient pour lui, de son 
point de vue et celui de la societe qui lui assurait l’acces au desir par Texistence de la 
prostitution. 

De cette fa?on, vu que Tinstitution du mariage provoquait une rarefaction de la 
sexualite, la prostitution sera la solution adoptee et toleree par l’Etat pour que l’homme puisse 
trouver la satisfaction charnelle, tant que la societe reste equilibree et la famille integre. La 
prostitution sera un probleme du XIXe siecle, mais qui nait avant, dans TAntiquite. En etant 
differemment per?ue, la sexualite se remarque du point de vue physique et devient etroitement 
liee a Tutilisation du corps, mais elle a aussi des influences majeures sur l’idee de famille 
dans la societe bourgeoise et sur la societe en general. Nous parlons d’une epoque qui la 
privilegie et qui donne sens aux consequences ulterieures parmi lesquelles la morale sexuelle, 
T acceptation et le controle de la prostitution. 
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Abstract: Portraying the intricate network of complex relationships in many contemporary 
communities, Zadie Smith’s four novels (White Teeth - 2000, The Autograph Man — 2002, On Beauty 
- 2005 and NW - 2012) signal the rather predictable transition from a multicultural to an 
intercultural paradigm designed to reflect the changing landscape of modern society. From such a 
perspective, this article offers a bird’s-eye view upon problematic issues such as the loss of cultural 
iden tity; the dynamics of mixed cultures and ethnic diversity; the gender, religious or racial aspects of 
everyday life; the individual responses to the stereotypes of a certain culture and last but not least, the 
evolution and personal transformation leading to self-discovery. 

Keywords: cultural pluralism, difference, individual vs. group identity, multicultural policies, 
integration 


1. Terminological Distinctions 

The complex phenomena of multiculturalism and interculturalism have given rise to 
debates regarding the possible dividing lines with an increasing number of contemporary 
scholars enhancing both their common and differentiating features and currently focusing 
upon the gradual transition from one paradigm to another. 

Subscribing sociological and political polemics, multiculturalism and interculturalism 
generally refer to integration policies adopted by governments with respect to the migration 
process and the assimilation problematic of ethnic minorities. The beginning of the twenty- 
first century sees interculturalism as a valid alternative for multiculturalism without putting 
aside the idea of diversity, but drawing much more attention upon forging a common identity, 
especially in the case of second and third generations of immigrants. 

In their attempt to distinguish between the two types of paradigms, Meer, Modood, 
and Zapata-Barrero (2016) first highlight the unifying elements of the two approaches, 
perhaps the reasons for frequent terminological overlapping: “cultural pluralism”; “a shared 
adversary in assimilationist and unreconstructed ideas of membership and policy perspectives 
concerning citizenship”; “a common aversion to formalist (or deontological) notions of 
liberalism that do not take into consideration the role and function of culture and identity”; 
“the inclusion of cultural difference” with the aim of reconsidering “the terms of fair and 
equal treatment” (9). By contrast, possible controversies are usually associated with the 
following major themes: “the status of dialogue, contact and interpersonal relations”; “the 
position of historical majority forms”; “the normative significance of recognizing groups in 
addition to individual citizens” and “the status of minority religious communities and 
organisations” (ibid.). 




675 


Iulian Boldea, Cornel Sigmirean (Editors) 

MULTICULTURAL REPRESENTATIONS. Literature and Discourse as Forms of Dialogue 
Arhipelag XXI Press, Tirgu Mures, 2016 
ISBN: 978-606-8624-16-7 
Section: Literature 


In 2012, Cantle was rather trenchant in his assessment of the new era of cohesion and 
diversity for which he advocates interculturalism to the detriment of multicultural policies 
which have failed to adequately respond to the changing structure of societies. From this 
perspective, he connects the idea of failure with “both the objective reality (significant levels 
of inequality, racism and community tensions) and the subjective reality (continued emotional 
resistance to diversity and a desire to halt or reverse the trend)” (53). As a consequence, the 
intercultural paradigm may be the answer to “the challenges of globalisation and super 
diversity” while supporting and facilitating community cohesion (ibid.: 88). 

Tracing back the historical evolution and development of the two trends, 
multiculturalism mainly proliferated in the 1970s and 1980s affecting the political discourses 
which targeted ethnic minorities in US, Canada and Australia as well as the waves of 
Carribean and South-Asian immigrants in Western Europe in the 1950s and 1960s who 
“provoked resentment and hostility”, “were received with great suspicion and ambivalence” 
and were ultimately “pushed into manual occupations, linked to poor housing, often clustered 
around those employers which provided low-skilled and low-paid employment” (ibid.: 55). 
The immediate consequence was that the early multicultural policies were justifiably 
defensive and protective as a response to the inherent racism and discrimination of the 
respective period. 

Dedicating one sub-chapter to criticism of multiculturalism, Gen? (2012) examines the 
potential inaccuracy of using the term “unmeltable” in a definition of multiculturalism as the 
one proposed by Vertovec in 1996: “Multiculturalism envisages a mosaic society, which is 
made up of different, individually homogeneous minority uni-cultures that live under a 
similarly defined majority uni-culture” (16). Pleading for a new notion of integration, Gene 
reacts against the multicultural relativism with its complementary rejection of universalism 
and universal norms supposedly hiding the imposition of Western values. Another problem 
refers to the fact that multiculturalism “accommodates rights on the basis of groups not via 
individuals”, thus giving birth to “the tyranny of community over individuals” (ibid.: 53). 
Furthermore, an egalitarian multicultural agenda has generated compensatory mechanisms 
which were called affirmative action policies and favoured the minority groups posing a threat 
to the fundamental principles of a democratic society that is expected to reject the long-term 
special treatment of a certain group. In spite of its positive aims to ensure support and 
representation for the marginal ethnic groups, multiculturalism may end up reinforcing 
segregation, even encouraging cultural separatism or forms of self-government: “By 
recognizing identities, a multiculturalist policy is in danger not only of being non-operational, 
but also of having an effect which undermines its aims” (Wieviorka 1998: 904). On the same 
wavelength, Barry’s Culture and Equality: An Egalitarian Critique of Multiculturalism 
(2002) identifies a wide variety of multicultural failings such as 

a refusal to set principled limits on minority rights and minority autonomy, a 
misguided hostility to the common sense of citizenship that binds together the 
members of a democratic community, an unhealthy preoccupation with questions of 
cultural difference, and a disturbing indifference to the challenge of redressing deeply 
entrenched socio-economic injustice. (Murphy 2012: 84) 

Initially perceived as an uploaded or progressive variant of multiculturalism, the 
concept of interculturalism “can be traced back to 1959, while European perspectives date 
from the 1980s and 1990s” (James cited in Cantle 2012: 141). All in all, the evolution from 
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one paradigm to another marks the transition from multicultural co-existence to intercultural 
dialogue and communication with the former emphasizing the necessity to preserve cultural 
heritage and the latter acknowledging and enabling cultures “to have currency, to be 
exchanged, to circulate, to be modified and evolve” (Powell and Sze cited in Meer, Modood, 
and Zapata-Barrero 2016: 39). 

Relying upon Cantle’s distinction between multiculturalism and interculturalism 
(2012: 89-90 and 2016: 144-45), the following components reveal both their similarities and 
differences: 


Multiculturalism 

Protection of rather ‘static’ cultural heritage 

Focus upon homogeneous identity groups 

Defence of minority differences against assimilationist 
tendencies to the detriment of the majority identity 

Consolidation of the self-defined personal identity 
through reinforcement with people of the same 
background 

Perception of ‘difference’ in terms of ‘pure’ identities 
tacitly supported through acceptance of categories like 
‘Black’, ‘White’, ‘Jewish’, ‘Sikh’ and ‘Irish’ treated as 
homogeneous groups in legal and policy terms 
(funding and representation); suspicion of and even 
opposition to cosmopolitan identities 
Understanding ‘difference’ around longstanding 
majority/minority divisions within each nation with a 
focus upon ‘accommodation’ between them. 

Defining ‘difference’ in binary terms, usually in 
relation to ‘race’ or ethnicity. 

Belief that difference is determined by socio-economic 
factors reflecting patterns of oppression and 
exploitation. 

Promotion of passivism, fearing that any sense of 
commonality or belonging would tend towards 
assimilation and loss of group identities. 

Restriction of debates about diversity to deny ‘the 
oxygen of publicity’ to extremists and to prevent the 
raising of any tensions. 


Interculturalism 

Support for distinctive cultural heritage based upon a 

dynamic concept of difference welcoming evolution 

over time and challenging group identity 

Interest in fluid groups with heterogeneous group 

identity 

Constant reconsideration of both minority and 
majority identities due to their interrelation and to 
external and global influences 

Discovery of personal identity in relation to others, by 
means of exploration and openness, not by building a 
protective shell against any exchange. 

Recognition of plural identities, with increasing 
numbers of mixed race and intermarriage, alongside 
growing numbers of dual and multinational identities, 
with interventions that cross categories; the emergence 
of heterogeneous hybrid and cosmopolitan identities. 

Comprehending ‘difference’ beyond national 
references influenced by international events and 
exchange (e.g., through diaspora and transnational 
social media communication). 

Enhancing the multifaceted character of ‘difference’, 
embracing gender, disability, sexual orientation and 
age, as well as nationality of religion. 

Recognition of socio-economic factors as important 
determinants of prejudices and stereotypes, but not as 
the sole determinants; emphasis upon 
education/interaction programmes as a means of 
avoiding stereotypes and preconceptions. 

Proactivism and development of common values and a 
sense of belonging at a societal level; a multifaceted 
collective identity. 

Encouragement of more open debates to enable people 
to come to terms with change and support for a looser 
legal framework. 


All of the afore-mentioned terminological distinctions acquire much more clarity in their 
detailed analysis in connection to Zadie Smith’s novels (White Teeth - 2000, The Autograph 
Man - 2002, On Beauty - 2005 and NW- 2012) which feature protagonists in search of a new 
identity in their struggle to cope with the challenges of the changing landscape of 
contemporary societies. 
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2. Post-Migrant Identities: White Teeth (2000) 

Dealing with the history of three generations of immigrants, Zadie Smith’s first novel 
White Teeth (2000) explores the transformations affecting the personal and social life of 
individuals belonging to minority groups, but continuously interacting with members of the 
majority culture. Step by step, issues such as identity, cultural heritage, gender, race or 
religion become the writer’s focus in a novel whose value primarily resides in the authentic 
portrayal of the changing relationships among the protagonists as well as the inevitable 
confusion and unpredictability generated by the daily prerequisites of a multicultural 
community. 

Advocating the preservation of cultural heritage, Samad Miah Iqbal always claims to 
be extremely proud of his Bengali background and his Muslim religion; his confession to one 
of his fellow workers expresses his fear of assimilation: “I have been corrupted by England, I 
see that now - my children, my wife, they too have been corrupted. I think maybe I have made 
the wrong friends. Maybe I have been frivolous. Maybe I have thought intellect more 
important than faith” (Smith 2001: 144). Creating a false aura of a legendary past, Samad tries 
to compensate for his menial job as a waiter in the London restaurant of one of his relatives 
and to blame the English culture for his personal weaknesses and failures: 

I don’t wish to be a modem man! I wish to live as I always meant to! I wish to return 
to the East! [...] I should never have come here - that’s where every problem has come 
from. Never should have had my sons here, so far from God. [...] My dearest friend, 
Archibald Jones, is an unbeliever! Now: what kind of a model am I for my children?, 
(ibid.: 145) 

To a certain extent, Samad’s resistance to change is merely declarative and is not 
reflected by his behaviour (e.g., he gives in to sexual temptation and cheats his wife Alsana 
with his children’s music teacher, Miss Poppy Burt-Jones). The Epigraph to the second part of 
the novel dedicated to Samad embodies his reluctance to embrace the diversity of the present: 
“Are you still looking back to where you came from or where you are?” (ibid.: 123). Hoping 
to save their roots, Samad Iqbal sends his son Magid back to Bangladesh disappointingly 
realizing that upon his return Magid is “more English than the English”: “The One I send 
home comes out a pukka Englishman, white suited, silly wig lawyer. The one I keep here is 
fully paid-up green bow-tie-wearing fundamentalist terrorist” (ibid.: 407). The spectre of 
assimilation haunts Samad who is tortured by happy visions of returning to his home country: 

Who would want to stay? [...] In a place where you are never welcomed, only 
tolerated. Just tolerated. Like you are an animal finally house-trained. Who would 
want to stay? But you have made a devil’s pact... it drags you in and suddenly you are 
unsuitable to return, your children are unrecognizable, you belong nowhere, (ibid.) 

The instability and the loss of the sense of cultural identity Samad experiences is actually the 
embodiment of “the post-migrant identity” which is “by its very nature a transitional one, 
characterized by continual reassessment and redefinition” (Scott 2007: 2). 

Irie, Magid and Millat become representatives of the third generation of immigrants 
and as such, their background and developing personalities are in fact the result of what Zadie 
Smith calls “the great immigrant experiment”: 
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It is only this late in the day that you can walk into a playground and find Isaac Leung 
by the fish pond, Danny Rahman in the football cage, Quang O’Rourke bouncing a 
basketball, and Irie lones humming a tune. Children with first and last names on a 
direct collision course. [...] It is only this late in the day, and possibly only in 
Willesden, that you can find best friends Sita and Sharon, constantly mistaken for each 
other because Sita is white (her mother liked the name) and Sharon is Pakistani (her 
mother thought it best - less trouble). (Smith 2001: 327). 

Both Magid and Millat are caught in the identity struggle with the former finding a 
refuge in “the standards of an old-fashioned colonial identity” (Iversen 46) and the latter 
joining a fundamentalist group because he does not want to be defined in accordance with the 
multicultural pretences of the White English majority culture: 

He knew that he, Millat, was a Paki no matter where he came from; that he smelt of 
curry; had no sexual identity; took other people’s jobs; or had no job and bummed off 
the state; or gave all the jobs to his relatives; that he could be a dentist or a shop-owner 
or a curry-shifter, but not a footballer or a film-maker; that he should go back to his 
own country; or stay here and earn his bloody keep; that he worshipped elephants and 
wore turbans; that no one who looked like Millat, or spoke like Millat, was ever on the 
news unless they had recently been murdered. In short, he knew he had no face in this 
country, no voice in the country [...]. (Smith 2001: 234) 

Millat’s frustrations envisage Cantle’s warnings against the negative effects of multicultural 
policies and mirror Salman Rushdie’s concern with respect to the same issues: “Now there’s a 
new catchword: ‘multiculturalism’. In our schools, this means little more than teaching the 
kids a few bongo rhythms, how to tie a sari and so forth. In the police training programme, it 
means telling cadets that black people are so ‘culturally different’ that they can’t help making 
trouble. Multiculturalism is the latest token gesture towards Britain’s blacks, and it ought to 
be exposed, like ‘integration’ and ‘racial harmony’, for the sham it is” (cited in Scott 2007: 2). 

The entire novel undermines the multicultural claim of support for ‘pure identities’ 
and there are many examples to be mentioned in this case: Archibald Jones marries Clara 
Bowden who is of Jamaican origins and even the Chalfens themselves turn out to be 
representatives of a third generation of immigrants of Polish background. Last but not least, 
young Irie Jones has been viewed as “Smith’s surrogate” (ibid.) in the novel and an 
embodiment of the idea of hybridity since she is the character who understands that in spite of 
her attempts to lay claim upon her grandmother’s Jamaican roots, “roots won’t matter 
anymore because they can’t because they mustn’t because they’re too long and they’re too 
tortuous and they’re just buried too damn deep. She looks forward to it” (Smith 2001: 527). 

3. Eluding Identity Categorization: The Autograph Man (2002) 

Zadie Smith’s second novel, The Autograph Man (2002), preserves the setting of 
multicultural London from White Teeth (2000), yet the two novels “differ significantly in their 
representation of multiculturalism, especially in the way the second generation of migrants is 
portrayed” (Terentowicz-Lotyga 2008: 57). The protagonist of the novel is Alex-Li Tandem, a 
British Chinese Jew who collects and earns a living by selling autographs of celebrities and 
has a troublesome relationship with Esther, a Black British Jew. In a postmodernist style, 
Zadie Smith “mixes up, parodies, and destroys stereotypes out of her belief in the 
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individuality of difference”; in order “to prevent the ethnic interpretations common to 
postcolonial criticism”, she highlights the “free-floating” character of “Jewishness” and 
“Goyishness” (King 2003: 100). 

Similarly to what happens with the characters in White Teeth (2000), The Autograph 
Man (2002) distinguishes between the experiences of the first and second generations of 
immigrants to ultimately describe in detail the identity problems of the immigrants’ children. 
Alex’s father, Li-Jin briefly figures in the prologue, but his behaviour alludes to the fact that 
he perceives difference as a burden and he has the vision of a future in which his son would 
perfectly integrate: “He doesn’t want Alex ‘standing out from the crowd’. He kn ows that soon 
the boy’s life will become difficult and hopes conformity might be his saviour. And so he 
wants him to be ready, normal. He wants him to be part of this everybody” (Smith 2003: 6). 

Alex’s family roots could be traced back to places in Eastern Europe, Russia and 
China and the same cultural blending characterizes his favourite 1940 movie star Kitty 
Alexander who used to be Katya Alessandro, “a Russian-Italian child of Capri” (ibid.: 272). 

According to Terentowicz-Fotyga, “the Jewish diaspora in The Autograph Man is 
depicted as a cultural melting pot rather than integrated community” (2008: 58). If the novel 
starts with Alex recording characteristics that might help him publish a book upon Jewishness 
and Goyishness, by the end of the novel he realizes the futility of such an enterprise and when 
one of his friends asks him: “And how’s that book of yours? [...] The one about this is the 
opposite of that [...]”, Alex mockingly replies: “I got tired of it, finished it” [...] (Smith 2003: 
330). In 2003, Furman acknowledges the fact that by the description of Tandem’s travails, 
Smith “explores the difficulty of claiming a viable identity given the increasing slipperiness of 
racial, ethnic, religious and class boundaries” (8). It is in fact the same “fluid sense of 
identity” mentioned by Terentowicz-Fotyga in 2008 (57) and embedded in the protagonist’s 
change of name (from the Chinese “Tan” to the supposedly neutral “Tandem”) read “as a 
symbolic transition from the reality of fixed identity (with a name as an indicator of 
background and origin) to the space of shifting meanings and multiplied signifieds” (ibid.), 
the intercultural space of multifaceted identity. On the same wavelength, Alex’s Black Jewish 
friend, Adam Jacobs, eludes any identity categorization and “lurched from one ill-fitting 
‘identity’ to another every summer” (Smith 2003: 129); Alex’s own “instinct” was “to detest 
groupings of all kinds - social, racial, national or political - he had never joined so much as a 
swimming club” (ibid.: 167). Understood as the logical outcome of the transition process from 
a multicultural to an intercultural paradigm, Alex’s attitude reflects the rejection of the 
homogeneous identity groups and the interest in fluid communities with heterogeneous group 
identities; this is the reason why he manages to understand the ridicule nature of the Jewish 
and Goyish rigid coordinates: “Life is not just symbol, Jewish or Goyish. Life is more than 
just a Chinese puzzle. Not everything fits. Not every road leads to epiphany” (ibid.: 180). 
Although he repeatedly dismisses the relevance of the Judaic Kaddish which he will 
ultimately participate in, Alex complies with his friends’ insistence on this matter only to 
come to terms with his father’s death and his own lack of rootedness. 

4. The Paradox of Multicultural Policies: On Beauty (2005) 

Written in the spirit of her previous two novels, yet moving one step further, Zadie 
Smith’s On Beauty (2005) consolidates her “multicultural vision” which “travers the mores of 
ethnic and cultural existence in an upbeat celebration of fusion and hybridity” (Tynan 2008: 
73). The Belseys and Kipps are the two families whose confrontation and development Smith 
follows throughout the pages of her third novel. Howard Belsey, English by birth and 
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American by residence, is a professor of art history in the fictional college town Wellington 
and has married Kiki, an African-American woman who works as a nurse and with whom he 
has three children, Jerome, Zora and Levi, “the lens of Smith’s ironical explorations of race, 
class and gender relations” (Batra 2010: 1079). The ideological clash is generated by the 
arrival of Monty Kipps, a neo-conservative Trinidadian British art historian, housed by the 
Black Studies Department of Howard’s college. 

At the onset of the novel, Howard’s son Jerome spends some time in the midst of the 
Kipps family in London and assumes the role of revealing the flaws in the functioning of the 
multicultural paradigm to which his father has ascribed: 

How could he explain how pleasurable it had truly been to give himself up to the 
Kippses? [...] to hear that Equality was a myth, and Multiculturalism a fatuous dream. 
[...] When Monty suggested that minority groups too often demand equal rights they 
haven’t earned, Jerome had allowed this strange new idea to penetrate him without 
complaint [...] When Michael argued that being Black was not an identity but an 
accidental matter of pigment, Jerome had not given a traditionally historical Belsey 
answer - ‘Try telling that to the Klansman coming at you with a burning cross’ - but 
rather vowed to think less of his identity in the future. (Smith 2006: 44) 

Belsey’s wife Kiki becomes aware of her own ambivalent status at the moment when she 
hires Monique, “a squat Haitian woman”: “Kiki stayed in her strange moment, nervous of 
what this black woman thought of another black woman paying her to clean” (ibid.: 11); she 
also meditates upon the pre-established roles historically attributed to Black women: “Kiki’s 
great-great-grandmother, a house-slave; her grandmother, a nurse” (ibid.: 17). Unlike her 
husband, Kiki starts noticing the effects of change and the emergence of new identities as 
reflected by her children (e.g., she acknowledges the difference between herself and her son 
Jerome who is able to understand and emotionally respond to Mozart’s requiem: “Kiki felt 
moved, and then another feeling interceded: pride. I don’t understand, she thought, but he 
does. A young black man of intelligence and sensibility, and I have raised him [...]”) (ibid.: 
70). 

Somehow similarly to Irie Jones’s attempt to trace back her Jamaican roots, Zora does 
everything in her power to be accepted in Claire Malcom’s African-American poetry course, 
but not because she is truly interested in her cultural heritage; in fact, she sees it as another 
asset for her future career. On the other hand, the youngest son of the Belsey family, Levi, 
feels the pressure of the majority group which makes him explain: “I just don’t want to live 
here anymore, man... all everybody does is stare” (Smith 2006: 85); as a consequence, he 
ends up getting involved in a number of conflictual situations (he tries to convince his fellow 
workers from the music section of the supermarket where he had been working on Saturdays 
to join forces and refuse to work on Christmas, but he only manages to lose his part-time job; 
he starts hanging out with some other black kids who are selling second-hand items at the 
corner of the street; he joins marches organized for the rights of the Haitians; he blames Carl 
for his submission when he accepts the job of a hip-hop archivist in the library of the Black 
Studies department; he even steals a valuable painting from Kipps’s office because he is 
manipulated into believing it used to belong to the Haitians). Levi’s youth and confusion 
reflect his search for a new identity which will permit him to deal with his own hybridity. 

One of the most interesting characters of the novel is Monty Kipps who exposes the 
threat of negative discrimination embedded in the employment of affirmative action policies; 
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Kiki describes him as a “black conservative” who “thinks it’s demeaning for African- 
American kids to be told they need special treatment to succeed [...]” (ibid.: 122). Monty 
always perorates on the paradox of multicultural policies leading to the discrimination of the 
majority group: “Apparently everybody gets special treatment - blacks, gays, liberals, women 
- everybody except poor white males” (Smith 2006: 148). All in all, Monty’s discouragement 
of a “culture of victimhood” which “will continue to raise victims” (ibid.: 368) is rather 
luring, but it remains only a piece of pompous rhetoric because he lamentably fails to put his 
theories into practice. 

5. Negotiating New Identities: N-W (2012) 

Situated in North-Western peripheral London, Zadie Smith’s fourth novel NW (2012) 
features four protagonists (Leah Hanwell, Natalie (Keisha) Black, Felix Cooper and Nathan 
Bogle) whose personal experiences teach them how to negotiate their identities in a 
multicultural environment. Whereas Leah is an Irish Protestant whose mother is from Dublin, 
Natalie is the daughter of Jamaican immigrants. The message the novel transmits is that 
“much more important than her gender, ethnic and religious identities [...] is the life each 
woman chooses to lead and what it says about the geographies she defines in her space” 
(Slavin 2015: 101). Out of the four protagonists, three of them lead a double life, still 
uncertain of their own identity: Leah is a married woman in her thirties who apparently tries 
to give birth, but who secretly takes contraceptives without her husband’s knowledge; Natalie 
becomes a successful lawyer and is a married woman with two children, yet she resorts to her 
‘black’ identity to arrange meetings with strangers over the internet; last but not least, 
although Felix seems to have found stability at the side of his new girlfriend Grace, he has a 
final romantic rendez-vous with his Russian lover Annie and gets involved in an incident on 
the underground which leads to his death. Wells draws attention upon the fact that 

seen in this light, the characters in NW, with their secretive double lives, play dual 
roles as representations of certain aspects of the multicultural reality of contemporary 
urban Britain and as manifestations of the ethical danger of reducing others to 
essentialized identities based on race or other factors while denying their uniqueness. 
(2013: 99-100) 

This novel clearly depicts the transition to an intercultural world in which socio¬ 
economic factors play an important role in the development of an individual, but they do not 
represent the sole determinants of his behaviour: “While all three main characters are products 
of the same marginalized racial and socioeconomic environment, they each exhibit distinctive 
responses to the circumstances in which they were brought up” (Wells 2013: 100). By the 
character of Leah, Smith demolishes the classical stereotype that lack of ambition and 
underachievement characterize the representatives of the immigrant culture; unlike Natalie, 
white Leah is satisfied with a low-paid job in a local social agency and shows preference for a 
laissez-faire lifestyle smoking dope with her neighbours and dreaming of being eighteen 
forever. In spite of her mother’s Pauline prejudices against the Africans, Leah’s African-bom 
husband Michael struggles to raise above his level and to provide a better life for his family. 
At the opposite pole, Natalie changes her name from Keisha “to distance herself from her 
impoverished black heritage” and is “willing to reject her family and her religion to pursue a 
legal career” (ibid.) that would make her achieve a different identity. The sadness pervading 
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Natalie’s story arises from her belated understanding that a complete rejection of her cultural 
heritage cannot possibly give her the stability and sense of completion she hopes for: 

Daughter drag Sister drag. Mother drag. Wife drag. Court drag. Rich drag. Poor drag. 
British drag. Jamaican drag. Each required a different wardrobe. But then considering 
these various attitudes she struggled to think what would be the most authentic or 
perhaps the least inauthentic. (Smith 2012: 245). 

Natalie’s final ramblings from Willesdane Lane to Killburn High Road to Fortune Green and 
Hampstead Heath depict the restrictiveness of her circumscribed area as well as her insecurity 
and the instability of her self; her old schoolmate Nathan Bogle is trapped in their common 
past and cannot escape his already ascribed identity. Like Irie in White Teeth , Natalie reali z es 
that revelling in past history is not the answer to present problems, so, in spite of their 
common background, she is ready to call the police and tell them about Nathan’s complicity 
in Felix’s murder; the last line of the novel alludes to a reconciliation of her two selves: ‘“I 
got something to tell you’, said Keisha Blake, disguising her voice with her voice” (ibid.: 
294). 


6. Conclusions 

The transition from a multicultural to an intercultural paradigm reflects the 
current dynamism of mixed cultures and ethnic diversity and becomes a worthy source of 
exploration in Zadie Smith’s novels ranging from White Teeth (2000) to NW (2012). 

All four novels undermine the multicultural support for ‘pure identities’ and 
celebrate the emergence of heterogenous, hybrid and cosmopolitan identities. The whole 
detailed analysis of the novels has revealed the fact that the transition process is accompanied 
by uncertainty and instability with representatives of second or third generations of 
immigrants still confused about their personal and cultural identity and struggling to gain a 
voice of their own. 
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Abstrat: The article Report of a dream - authorship issues is centered around the work of the 
Romanian poet Vasile Aaron, mainly the poem Reporta din vis and it's problematic manuscript. The 
problem of authorship and originality has been raised by many literary critics as the manuscript was 
not signed by the author or registered under his name because the text was actually the last literary 
piece the author put forward and in times like that it was hard to keep a record of all the published 
literary works or the manuscripts a writer would give around for lecture to friends or family. The 
originality of the poem was debated because the author was a known translator, but to this day there 
is no proof showing that the text is not an original one. Considering the century when it was written 
the poem has some elements we can identify as common to other literary works of that time. The 
history of the manuscript is another key point when raising this issue due to the different factors — 
historical and biographical matters, but the conclusion is one and the same: Reporta din vis is the 
poetic work of Vasile Aaron. 

Keywords: authorship, originality, authenticity, Vasile Aaron, Reporta din vis. 


Lucrarea intitulata „Reporta din vis - originalitate si autenticitate“ este compusa din 
doua parti: prima parte reprezinta o trecere in revista a mentiunilor critice sau istorice ale 
manuscrisului, pentru a stabili, printre altele, daca poemul „Reporta din vis“ apartinc 
scriitorului Vasile Aaron, iar cea de-a doua parte reprezinta o analiza a lexicului, temelor, 
motivelor, elementelor de prozodie si a lexemelor care apar sistematic in operele autorului - 
obiectele acestui studiu. 

Vasile Aaron, reprezentant al §colii Ardelene, este considerat a fi autorul poemului 
„Reporta din vis“, spun considerat a fi, deoarece manuscrisul operei nu este semnat. Tocmai 
acest fapt a stamit o serie de dispute si controverse. 

Istoria manuscrisului incepe in anul 1868, atunci Hind consemnat pentru prima oara, 
intr-o perioada de tirnp relativ scurta, de catre trei literap fara ca acestia sa §tie unul de altul. 
Prima semnalare a cxistcntci acestui text este facuta de Timotei Cipariu, in luna februarie a 
anului 1868, cand intr-un articol acesta mcnpona faptul ca printre operele lui Vasile Aaron ar 
mai exista §i manuscrisul original al „Reportei din vis“. 

Cea de-a doua mcnpunc se gase§te sub numele lui George Sion, care spre deosebire de 
Cipariu face mai mult decat o simpla trecere in revista, oferind astfel in cadrul unei conferinfe, 
tot in anul 1868, o prezentare mai ampla a ceea ce se regasea in paginile manuscrisului. „Sion 
relateaza ca, vizitand casa lui Andrei Mure§anu din Brasov, cu prilejul unei calatorii efectuate 
dincolo de munp, descoperise printre hartiile ramase de pe urma poetului manuscrisul 
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neiscalit al unui lung poem intitulat Reporta din vis“'. Metoda prin care George Sion a 
idcntilicat autorul manuscrisului este oarecum primitiva, acesta primind informapi de la 
localnici, in randul carora, se pare, ca operele lui Aaron erau cunoscute, de§i publicul se afla 
doar in stadiul alfabetizarii, in opinia lui Sion. Pentru a intari argumentul adus, Sion relateaza 
cum „intr-o librarie in Timisoara nistc ciobani cumparau carticelele in numar mare deoarece 
lectura acestor carp este singura distracpunc a pastorilor de munte“ 1 2 . Prin urmare, importanta 
pe care George Sion o acorda manuscrisului este una minora din punct de vedere literar, dar 
se cuvine a crede ca tocmai datorita vastei raspandiri a operei importanta acesteia create. In 
ceea ce prive§te incadrarea intr-un anumit tipar, Sion intampina anumite dificultap: „Nu e 
idila, nici pastorala, nici epopee, nici satira, ci un tractat de filozofie morala, §i isi manifesto 
convingerea ca e vorba de o opera originala, care nu imita un model strain“ 3 . 

Cea de-a treia menpune referitoare la „Reporta din vis“ din acelasi an, apartinc unei 
persoane care se semneaza cu inipalclc G. M. Aceasta ultima relatare apare sub forma unor 
articole aparute in Telegraful roman din Sibiu incepand cu data de 3 februarie 1868 sub titlul 
Dintr-un manuscris mgalbenit §i mvechit aflat intre scrierile lui Andrei Mure§anu, printr-o 
nota nesemnata: „In rubrica aceasta vom prezenta Onoratului public cetitoriu unele pasagie 
dintr-un op literariu vechi si fara numirea autorului, carele insa s-au aflat intre hartiile lui 
Andrei Muresanu intreg §i neviolat, afara de provorbire, din care numai un fragment au ajuns 
pana la noi. Acest op poarta dupa cum arata fragmentul precuvantarii mele Reporta din vis si 
este o poema populara epica - didactica“ 4 5 . 

Anul in care a fost elaborat textul este destul de u§or de intuit daca autorul este Vasile 
Aaron, deoarece acesta moare in anul 1822, iar cele 4088 de versuri ale poemului „Reporta 
din vis“ sunt suspendate in cel de-al doilea capital al poemului, capital din care se pastreaza 
doar 536 de versuri. Prin urmare, avand in vedere corpusul de opere al lui Vasile Aaron si 
drept data de reper cea a „Istoriei lui Sofronim si a Haritei celei frumoase“, si anume anul 
1821, este evident ca poemul reprezinta o opera din ultima perioada de create, elaborat in 
jurul anilor 1821-1822. Astfel se lamure§te si problema legata de data la care a fost scris 
textul. 

Lasand la o parte problematica incadrarii operei intr-o anumita perioada de timp, 
facem loc unei probleme mai acute: originalitatea operei. Urmarind metoda de lucru a 
autorului, criticii §i istoricii literari au ajuns la concluzia ca ar li vorba despre o imitajie. „D. 
Popovici, Al. Pirn si acum de curand, pe urmele lor Rodica §utu in excelentul Dicfonar al 
literaturii romane de la origini pana la 1900“ 5 afirma faptul ca poemul este o i mi tape. In ceea 
ce ii prive§te D. Popovici §i Al. Pirn, intr-adevar ace§tia menjioneaza ca exista o posibilitate 
ca textul sa fie o imita|ie, insa in ceea ce prive§te articolul Rodicai §u^u, nu exista nici cea mai 
mica urma a emiterii acestei afirmatii referitoare la cazul „Reportei din vis“. 

In opinia mea, mai indicat ar fi sa se vorbeasca despre influence, avand in vedere ca 
acest poem reprezinta punctul cel mai de sus al crcatici lui Vasile Aaron. Influenjele sunt 
destul de u§or de identificat: in prima parte a poemului, tanarul Reporta este martorul unui 
dialog intre Omenire §i Lume asemanator „alegoriei din Divanul lui Cantemir“ 6 - din punct 


1 Cornea, Paul, Scrieri literare inedite, documente literare alese, publicate, adnotate §i comentate de Paul Cornea, Andrei 
Nestorescu §i Petre Costinescu, Editura Minerva, Bucure§ti, 1981, p. 11. 

2 Ibidem. 

3 Ibidem, p.12. 

4 Ibidem. 

5 Ibidem, p. 14. 

6 Nicolae Manolescu, Istoria cristica a literaturii romane, Editura Paralela 45, Pite§ti, 2008, p. 119. 
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de vedere al alegoriei, aceasta putand ft discutata la nivel tematic, compoziponal, stilistic §i 
mai mult de atat, exista o men^iune referitoare la aceasta influenza in cuvantarea catre cititori, 
unde Vasile Aaron il ofera drept exemplu tocmai pe Cantemir pentru a puncta metamorfozele 
prin care a trecut limba romana pana sa ajunga la forma actuala secolului sau. 

Dialogul dintre Omenire si Lume, in Divanul reprezentat prin disputa dintre Intclept §i 
Lume, este mult mai lini^tit in comparable cu acuza(iilc pe care In^eleptul lui Cantemir le 
aduce Lumii. Raportul dintre instance se schimba in comparatic cu distribu|ia realizata de 
Cantemir: Omenirea este cea „ticaloasa“ 7 , iar Lumea este cea care subliniaza faptul ca 
Omenirea s-a indepartat de la valorile si credintclc creatine, fapt pentru care este „cu moarte- 
njugata, si sta-n spate acal,ata“ 8 . Dupa modelul Divanului, si in cazul Reportei din vis, asistam 
la confruntarea a doua atitudini deosebite fata de lume si vial,a: dimensiunea crcstina care 
imparte cxistcnta in doua categorii [temporala - via(a trupului, §i eterna - viata spiritului] cu 
menpunea ca Omenirea ar trebui sa-§i canalizeze puterea spre viaja spirituala; §i atitudinea 
omului care are tot ce ii trebuie in vial,a pentru a fi fericit tocmai de aceea nu se gandcstc la 
moarte cu accentul pus pe veselia trapeasca. 

Colportarea temelor si motivelor spccilice Divanului este evidenta: incepand cu teoria 
norocului nestatornic (fortuna labilis), ubi sunt, cea a varstelor (vorbe§te despre nesiguranta 
zilei de maine, deoarece moartea nu tine cont daca e§ti tanar sau batran), principalele 
primejdii - frumusctca iluzorie a lumii, bogapa, imbuibarea - prezentate insa de Vasile Aaron 
sub forma fiicelor lui Plutus §i a celor cinci femei care stau pe langa el: „Cea dintai se cheama 
Fapta cea Spurcata,/ Alta Sumcpa cea cu tot umflata,/ Iar a treia fata o zic Nc^tii n^a/ Numele 
li-i dat dupa cuviinl,a/ Ca fie§tecare asa savar§e§te/ Treburile sale precum se nume§te./Mai 
sunt langa dansul inca cinci muieri, / Prin care aduna multele averi./ Adeca Norocul, Ujura, 
Rapirea/ §i Insclaciunca cu Necontenirea“ 9 . De asemenea, se mai prezinta §i tehnica prin care 
se pot dobandi virtuple, pe acela§i model folosit de Cantemir in Divanul prin prezentarea 
antonimica bine - rau. 

Asemanarea la nivel compozi|ional este reprezentata de simetrie, de modalitatea prin 
care sunt puse in scena evenimentele - prin intermediul alegoriei. In ceea ce privcstc stilul 
celor doi scriitori, este notabila acea naturale^e naiva de factura populara, elementele savante 
introduse in text sub forma neologismelor si retorica ecleziastica, vorbirea in pleonasme §i 
repetipile. In privin|a acestor repctipi, lie pentru a obtinc rima, lie pentru emfaza, Galdi 
afirma: „Rimele lui Barac nu sunt prea variate; lotusi nici poetul nostra nu mai tolereaza 
asonanlele. Acelea§i exigence il caracterizeaza §i pe Vasile Aaron.“ 10 . 

Cantemir nu este singura influenza intalnita in textul „Reportei din vis“. Presupun ca, 
prin intermediul muncii de traducator, §i odata cu traducerea „Eneidei“ lui Vergilius, poate si 
a altor opere, Vasile Aaron a retinut o serie de antroponime precum: Pompei, Priam, Bratus, 
Tit sau Ahiles, toate de sorginte latina. La antipodul acestor nume de sorginte latina sta asczat 
panteonul zeitaplor grece§ti, reprezentate in text prin Atropos §i Plutus, alaturi de prczcnta 
lilosofului grec Epicur, iar pentru a nu se dezminp de toate cele ce pana atunci realizase intra 
in scena si zeitatea latina, sub numele ei Fortuna: „Fortuna - adeca norocul, pe care paganii il 


7 Cornea, Paul, Scrieri litercire inedite, documente literare alese, publicate, adnotate §i comentate de Paul Cornea, Andrei 
Nestorescu §i Petre Costinescu, Editura Minerva, Bucure§ti, 1981, p. 27. 

8 Ibidem. 

9 Ibidem, p.104. 

10 Ladislau Galdi, Introducere in istoria versului romanesc, Editura Minerva, Bucure§ti, 1971, p. 113. 
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cinstea ca pe o dumnezcfia” 1 De asemenea, prczcn(a mitului orfic este activata si explicate in 
fiecare opera ce apart inc lui Vasile Aaron. 

La fel de interesanta este §i inscrtia in finalul poemului a regelui asirian Sardanapal. In 
istorie acesta este cunoscut ca fiind unul dintre pupnii regi care stiau sa scrie §i sa citeasca, 
tocmai de aceea a creat o biblioteca la Ninive 12 unde a adunat toata literatura scrisa 
cuneiforme din §i pana in acele timpuri. De asemenea, Sardanapal era nepopular in randul 
soborului prcotcsc §i avea probleme cu justipa deoarece a Incut razboi cu fratele sau 
Shamash-shum-ukino pe care 1-a omorat, as a a cucerit Babilonul, pe care mai apoi 1-a si 
distrus. Exista doua izvoare care amintesc de Sardanapal, Diodorus - un istorie grec si Lord 
Byron. Acccp(iilc celor doi asupra persoanei lui Sardanapal sunt diferite, ceea ce ne usurcaza 
oarecum alegerea unei influence. „Diodor poveste§te ca Sardanapal i-a depasit pe top 
inaintapi sai prin efeminare, lux §i Iasi talc. Nu ip parasea niciodata palatul p ip petrecea 
tirnpul in compania femeilor, imbracat p pictat ca ele, ocupandu-se de tors. Intreaga lui 
fericire p glorie o reprezenta stapanirea unei averi fabuloase, banchetele p dezmapd, dedarea 
la cele mai infame placeri“ 13 . 

Cu toate acestea, Sardanapal in viziunea lui Byron este modelul suveranului luminat, 
curajos care se supune intereselor oamenilor sai, a§a incat personajul Sardanapal devine un 
conducator ideal in sistemul byronian al valorilor. Prin urmare, este lesne de intclcs ca 
eventuala influen|a ar putea fi cea a lui Diodor deoarece Sardanapal, in viziunea lui Vasile 
Aaron, este un urmas al lui Epicur, imbrapsand rnodul de gandire p felul in care Epicur 
propune ornului sa-p traiasca via(a: „Dintra top pre unul il cunopeam bine/ Putand sa-1 
cunoasca p alpi ca mine/ Ca avea in mana o tabla negrita,/ Cu litere albe a§a tiparita: Eu, 
Sardanapal, eu crai cu tarie,/ Irni petrec viata intru veselie, Din mine sa iaie pilda omenirea! 
In cap sa nu-p puie mai mult nemurirea,/ Fiindca aceasta e o nebunie,/ Ca in ceia lume, nici o 
veselie,/ Nici e vro via(a mai mult, ci dodata/ Sufletul p trupul sa stang p inceata!/ Acuma sa 
bem, acum sa traim/ Si cu ale lumei sa ne indulcim!“ 14 . 

„E prin urmare de netagaduit ca in Reporta din vis exista numeroase elemente alogene, 
veritabile locuri comune ale simbolisticii tradiponale, pe care Aaron le-a preluat, dupa toate 
probabilitaple, din mai multe izvoare.” 15 . Elementele inovatoare aduse de Aaron sunt 
compunerea scenariului prin intermediul unor criptograme filmice, amestecul de genuri, 
simetria sparta a episoadelor p imbinarea elementelor de observape realista (reportajul) cu 
„fictiones poeticae“ 16 . „E sigur insa ca cea mai mare parte a poemei constituie o creape 
originala“ 17 . 

Paternitatea textului a pus multe probleme numeroplor exegep care au incercat o 
apropiere, lie personala, fie preluarea anumitor idei de la precursori, as a meat mulp s-au ferit 
sa o aminteasca in corpusul de opere al scriitorului Vasile Aaron. Printre cei care nu o 
amintesc se numara: George Calinescu in „Istoria literaturii romane de la origini pana in 


11 Cornea, Paul, Scrieri literare inedite, documente literare alese, publicate, adnotate §i comentate de Paul Cornea, Andrei 
Nestorescu §i Petre Costinescu, Editura Minerva, Bucure§ti, 1981, p. 48. 

12 Tabletele din Ninive sunt cea mai completa sursa in ceea ce prive§te Epopeea lui Ghilgame$ 

13 George Gordon Byron, Opere. Teatru IV, postfaja de Dan Grigorescu, note de Lia - Maria Pop, edi^ie ingrijita de Dan 
Grigorescu §i Lia - Maria Pop, Bucure§ti, Editura Univers, 1990, p. 666. 

14 Cornea, Paul, Scrieri literare inedite, documente literare alese, publicate, adnotate §i comentate de Paul Cornea, Andrei 
Nestorescu §i Petre Costinescu, Editura Minerva, Bucure§ti, 1981, pp.108-109. 

15 Ibidem, p. 14. 

16 Ibidem, p. 18. 

17 Ibidem, p. 15. 
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prezent“, Nicolae Manolescu in prefal.a carpi „Primii nostri pocti“ 18 , Ecaterina Taralunga in 
„Dic(ionar de literatura romana“, Ovidiu Papadima in „Ipostaze ale iluminismului romanesc“, 
Mircea Anghelescu in „Preromantismul romanesc“, Paul Cornea in „Originile romantismului 
romanesc“. 

Nicolae Manolescu revine asupra prefe(ei odata cu pregatirea „Istoriei critice a 
literaturii romane“, a§a incat la articolul intitulat Vasile Aaron sunt precizate doua opere cu o 
valoare reprezentativa, §i anume: Anul cel manos §i Reporta din vis. Mai mult decat atat 
articolul este, in mare, o analiza succinta, dar foarte bine dozata, a poemului epic. Printre cei 
care o amintesc, insa in necuno§tiin(a de cauza se rcgascste Alexandru Alexianu, care 
incadreaza opera sub „genia“ unui autor anonirn: „ si inca mai raspicat o va striga douazeci de 
ani mai tarziu anonimul autor al Reportei din vA“ 19 — dupa cum se observa, douazeci de ani 
mai tarziu dupa prefata la „Istoria lui Sofronim §i a Haritei cea frumoasa“, adica in anul 1841, 
ceea ce este oarecum in contradicpc cu primele menponari ale operei, de abia in 1868. 

Analiza privind stabilirea patcrnitapi in cazul „Reportei din vis“ este compusa din 
doua par|i: in prima parte vor fi comparate cele patru prefe|e ale operelor lui Vasile Aaron 
pentru stabilirea elementelor comune. Operele luate in discupe sunt: „Patimile §i moartea a 
Domnului §i Mantuitorului nostru Iisus Hristos” (1805) - „ prima incercare de epopee 
religioasa“ 20 , „Anul cel manos” (1820) - „viziune pragmatica asupra victii campene§ti“ 21 , 
„Istoria lui Sofronim §i a Haritei cea frumoasa” (1821) - „prelucrare din neogreaca ce 
obiectiveaza in stihuri romane§ti un exotism utopic“ 22 , §i, in cele din urma, „Reporta din vis” 
(1821-1822) - „poema in care versificatorul se arata un precursor al lui Bolintineanu, insa un 
Bolintineanu insolit, indreptat spre gnomisme“ 23 . 

In primul rand, este important de mcnponat ca toate cele patru cuvantari reprezinta 
dcclaratii de intcntic ale autorului in legatura cu opera sa si efectul pe care ar dori ca opera lui 
sa il aiba. In cazul prcfctci pentru „Patimile” stilul abordat de Vasile Aaron este unul evlavios, 
aceasta putand fi utilizata ca o predica bisericeasca. Autorul se adreseaza direct cititorului: 
„iubite cetitoriu!“, enun|a scopul lucrarii si da curs unei pledoarii in cazul in care cititorul nu 
este mupumit de materia lucrarii: „insa dupa starile inprejur a vremilor nefiind doara spre 
placerea ta alcatuitam, vei fi iertatoriu“. Astfel ca, in ceea ce il privcstc pe Aaron, ca un 
reprezentant al §colii Ardelene, scopurile scriiturii sale sunt lingvistice, acesta „urmarind 
curatirca limbii noastre de impuritatile barbarismelor“ 24 : „sarguindu-ma §i intr-aceea ca, cat 
starile imprejur §i alcatuirea versurilor ar ingadui-o, toate cuvintele cele streine ca neghina in 
graul cel curat se vad multe a fi in limba romaneasca, sa le las afara si sa intrebuin(ez in locul 
lor altele adevarate romane§ti“ 25 . 


18 „Mai dificile sunt inceputurile poeziei dincolo de munp. Cu merite mai mari in alte domenii, §coala Ardeleana nu da poe^i, 
exceplie facand Budai-Deleanu. Intaii poe^i ardeleni in ordine cronologica sunt Vasile Aaron §i loan Barac. Aaron adapteaza 
un episod din Metcimorfozele lui Ovidiu sau pune in stihuri o povestire tradusa din grece§te. Notabila este la acest versificator 
cu total modest, o poema in genul virgilienelor Georgice, intitalata Anul cel memos". 

19 Alexandru, Alexianu, Istoria poeziei culte romanepi 1570-1830, editie alcataita de Mircea Colo§enco, Editura 
Majadahonda, Bucure§ti, 2001, p. 3. 

20 Mircea, Scarlat, Istoria poeziei romanepi, vol. I, Editura Minerva, Bucure§ti, 1982, p. 203. 

21 Ibidem, p. 202. 

22 Ibidem. 

23 Ibidem. 

24 Alexandru, Alexianu, Istoria poeziei culte romane§ti 1570-1830, editie alcataita de Mircea Colo§enco, Editura 
Majadahonda, Bucure§ti, 2001, p. 23 

25 Ibidem. 
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Cuvantul inainte pentru poemul A mil cel memos este o „prezentare a scrierii“ 26 , o 
incercare de a oferi cititorilor o incadrare interdisciplinary a poeziei in legatura cu celelalte 
arte. Vasile Aaron remarca o asemanare intre muzica §i poezie. „Pe langa accentul pe rapunc 
§i morala, se strecoara surprinzator ceva din rcactia fata de acestea , iarasi tipica atmosferei 
literare din secolul luminilor“ 27 . 

Condipa ca poetul sa fie bucuros este aceea sa nu fie silit a scrie, astfel ca Aaron 
aproprie doua instance: homo faber §i homo ludens, care creeaza impreuna tocmai datorita 
acestei „jucariea a firei“ prin puterea „talanturilor“ date de Dumnezeu. De asemenea, se mai 
fac mend uni referitoare la functional itatca poemului: „sunt cu totul mulprmit ca unul, carele 
intru asemenea alcatuiti nici castig, sau folosul meu, nici lauda desearta, ci singura petrecerea 
vremii cere“ 28 . Trebuie menponata prezenta cuvantului „atarnatoare“ in ambele cuvantari de 
pana acum. 

Cuvantarea inainte din opera „Istoria lui Sofronim §i a Haritei cei frumoase” este 
asemanatoare in discurs cu cea din „Anul cel manos”. Pe sistemul construcpilor antonimice, 
Aaron i§i consolideaza intenpa creatoare: „spre folosul iubitorilor de poezie a o face lumei 
cunoscuta“ 29 . 

In virtutea incercarii de a realiza o mica incursiune pe taramul teoriei literare, Aaron 
vorbe§te despre elementele de versificape prin care a fost transpusa „Istoria lui Sofronim”. 
Trebuie sa remarcam faptul ca scriitorul acorda importanta majora modului in care „trebuie a 
gusta din dulccata versurilor sale - oferind reguli pentru pastrarea cezurii, pe care apoi le 
revendica“ 3 °.Utilizeaza drept argument al popularita(ii scrierilor sale faptul ca „foarte tare s- 
au trecut“ 31 , facand apoi o apologie limbii romane, care in comparapc cu cea italiana, nu este 
la fel de bogata, insa se pare ca in cele din urma, Aaron zice ca „limba noastra nu iaste a§a de 
sarbada, cat ceva rod placut la vreamea sa sa nu poata aduce.“ 32 . 

Continuand apologia inceputa in „Istoria lui Sofronim §i a Haritei cei frumoase”, 
Vasile Aaron deschide cuvantarea adresata cititorilor din „Reporta din vis” prin delimitarea 
granitclor limbii romane. Intr-o incercare de a realiza un mic glosar de istorie al limbii 
literare, scriitorul vorbestc despre transformarile pe care le-a suferit limba datorita invecinarii 
cu anumite popoare sau din cauza stapanirilor cu care romanii s-au confruntat. De asemenea, 
mai este inclusa in cuvantare §i o prezentare succinta a „Reportei din vis”, autorul oferind o 
explicate referitoare la numeroasele zeitap grece§ti §i latine, motivandu-le ca fiind simple 
inchipuiri pocticcsti. La simpla lectura a cuvantarilor in aceasta ordine, d’a capo al fine, se 
poate observa cursivitatea discursului, care, analizat individual ar fi parut fragmentat. Tocmai 
de aceea tind sa cred ca toate cele care au fost scrise inainte de „Reporta din vis” au pregatit 
terenul pentru acest poem inovator, a§a incat reunite astazi se prezinta sub forma unui corpus 
unitar. 

Cea de-a doua etapa in vederea stabilirii paternitapi este analiza celor patru opere mai 
sus menponatc. Frecvenla in toate cele patru scrieri a anumitor cuvinte mi-au atras atentia 
asupra repartizarii lexemelor in discursul poetic. De aceasta data analiza nu va mai fi 


26 Ovidiu, Papadima, Ipostaze ale iluminismului romanesc, Editura Minerva, Bucure§ti, 1975, pp. 83-84. 

27 Ibidem, p. 243. 

28 George, Ivascu, Istoria literaturii romane, Editura §tiin^ifica, Bucure§ti, 1969, p. 46. 

29 George, Ivascu, Din istoria teoriei fi a criticii literare romanefti 1812-1866, Editura Didactica §i Pedagogica, Bucure§ti, 
1967, p. 96. 

30 Mircea, Anghelescu, Preromantismul romanesc, Editura Minerva, Bucure§ti, 1971, p. 124. 

31 George, Ivascu, Din istoria teoriei fi a criticii literare romdnefti 1812-1866, Editura Didactica §i Pedagogica, Bucure§ti, 
1967, p. 96. 

32 Ibidem, p. 98. 
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realizata separat, ci comparativ prin mcntionarea lexemelor identificate §i frecven(a utilizarii 
acestora. 

Prima categorie de cuvinte, a carei frccvcnta de utilizare este ridicata, este formata din: 
„pu(intcl - putintci - pupntica - pu(inte“. Aceste fonne diminutivale se regasesc in toate cele 
patru opere, cunoscand o derivare atat de elaborate pentru a se ob(inc rirna versurilor. De 
asemenea, se poate observa inclinarea pe care scriitorul Vasile Aaron o are in ceea ce priveste 
utilizarea la scara larga a diminutivelor. Diminutivele regasite in toate cele patru opere sunt: 
satu(, mic§or, focsor, mititele, graurici, pesculctii, vermule|i. Cea de-a doua categorie de 
cuvinte, tot sub forma diminutivala, este cea a: „vcrmulc(i - viermulete - vermulete“, de 
men(ionat ca apari(ia acelui i in cazul cuvantului „viermulete“ s-a facut pentru pastrarea 
ritmului, a§a cum explica scriitorul in Cuvant inainte din „Istoria lui Sofronim §i a Haritei cei 
frumoase”. 

Seria cuvintelor „amur(it - amurte - amurl,ita“, la fel de frecventa in scrierile lui Vasile 
Aaron, vine sa largeasca perspectiva referitoare la ceea ce insemna imboga(irca vocabularului 
in acele vremuri. Restrangand aria de raspandire la doua sau trei opere, lexemele reperate 
sunt: talaturile ( apare in Anul cel manos si Istoria lui Sofronim...), puciocna - regionalism 
(apare in Anul cel manos §i Reporta din vis), folticos - folticoasa (apare in Anul cel manos §i 
Reporta din vis), polomida - de provcnicnta neogreaca (apare in Anul cel manos si Reporta 
din vis), pagainatate (apare in Reporta din vis §i Patimile si moartea...), zmoli (apare in 
Reporta din vis §i Patimile §i moartea...). 

Pe langa acestea, se mai regasesc §i numeroase alaturari de cuvinte care prin efectul lor 
stilistic identified scrierile lui Aaron de cele ale altor scriitori: „ca un scump odor“ - 
comparatic intalnita atat in „Reporta din vis”, cat §i in „Patimile §i moartea...”, „pilda vie a 
nestatorniciei norocului, prin carea sajoaca dupa placeare cu ticaloasa omenire, §i a rabdarii, 
prin care toate sa pot invinje“ - discurs prezent in „Reporta din vis” §i in „Istoria lui 
Sofronim...”, „para arzatoare“ - metafora regasita in toate cele patru opere. 

In ceea ce priveste muzicalitatea textelor trebuie mentionat ca acestea sunt 
caracterizate de accentuat efect eufonic. Eufonia se realizeaza prin alaturari care de care mai 
originale de tipul: „cazura cadeare“ 33 , „pupaza puturoasa /upupuicstc“ 34 , „puciocna 
puturoasa“ 35 , „cu cumplire“ 36 , „ostcni(i oftand“ 37 , „rece rau“ 38 sau „volbura §i valul“ 39 . Se mai 
observa §i cazuri izolate a unor cuvinte care sufera o transformare prin schimbarea pozi(ici 
normale a consoanei vibrante alveolare r: vrasta, protivnic sau primbla - structuri intalnite in 
toate cele patru opere analizate. 

In concluzie, analiza cuvantarilor inainte ne-a oferit un indiciu important asupra 
programei scriitorice§ti a lui Vasile Aaron. Cuvantarile urmaresc, in acelasi sens cu poetul, 
soarta literaturii si a limbii romane, transpunerea acestei problematic! implied de cele mai 
multe ori apelul la factorii istorici §i gcogralici. Toate cele patru cuvantari au in substrat 
caracterul moralizator §i dorin(a de a indrepta modul de via(a al poporului roman prin largirea 
orizontului de a§teptare in ceea ce priveste literatura. Analiza textelor a urmarit identificarea 


33 Vasile, Aaron, Patimile $i moartea Domnului si Mantuitorului nostru Hsus Hristos, Editure Brasov, 1805, p. 6. 

34 George, Ivascu, Istoria literaturii romane, Editura §tiin^ifica, Bucure§ti, 1969, p. 49. 

35 Ibidem, p.52. 

36 George, Ivascu, Din istoria teoriei fi a criticii literare romane,pi 1812-1866, Editura Didactica §i Pedagogica, Bucure§ti, 
1967, p. 97. 

37 Vasile Aaron, Reporta din vis, in Scrieri literare inedite, documente literare alese, publicate, adnotate §i comentate de Paul 
Cornea, Andrei Nestorescu §i Petre Costinescu, Editura Minerva, Bucure§ti, 1981, p. 47. 

38 Ibidem. 

39 Ibidem, p. 42. 
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anumitor lexeme sau structuri care se regasesc in toate cele patru opere analizate. Datorita 
cantitapi de elemente comune, atat cuvinte, cat si teme si motive abordate se poate afinna ca 
Vasile Aaron este autorul „Reportei din vis”, poemul bind un text original si autentic. 
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TALES OF MISTERY AND DARKNESS: ANNE RICE AND EDGAR 

ALLAN POE 


Alexandru-Ionut Micu 

PhD Student, "Al. loan Cuza" University of Iasi 


Abstract: The present paper is an attempt to define mind and its unbelievable shifts. What happens 
when we let dark thoughts gain control over our bodies? Detective story pioneer Edgar Allan Poe and 
horror novelist Anne Rice gain insight into tormen ted minds and souls. What powerful humane forces 
can lead their characters to commit murders and acts of excessive cruelty? Both Rice and Poe went 
through loss, despair and alcoholism. Therefore, they create voices that ask for revenge, answers and 
forgiveness. Dark, secluded places where atrocities happen symbolize man’s addiction to self¬ 
infliction and violence. Supernatural interventions make up the setting for suspense, rich imagery and 
introspection. Authors Ian Ousby, Martin Priestman and Katherine Rarnsland offer further directions 
throughout this analysis. 

Keywords: alcoholism, haunting thought, madness, murder, absolution. 


Edgar Allan Poe was a novelist, a poet, a critic and an author of both detective and 
horror stories. His character Auguste Dupin was the predecessor of Arthur Conan Doyle’s 
Sherlock Holmes. Poe inspired Dostoyevsky, Nabokov, Stevenson and Wilde. Detective 
stories can be traced even in the Bible, “when Daniel nails the guilt of the elders who seek to 
discredit Susanna and in Voltaire’s Zadig, when the hero describes what a particular horse 
and dog look like just from the traces they leave” 1 . Poe’s stories, however, are the first to shift 
the emphasis from the action to the investigation of the murders. Anne Rice is an author of 
many genres such as horror, memoir, erotica and Christian fiction. Her characters resemble 
Poe’s, looking at their introspection, despair and mutiny. In addition, Rice recommended one 
of Poe’s books on her website and his influence on her writings reside in the setting, the 
characters’ personalities, horrible and bloody descriptions of violence and murder. 

In The Black Cat , the narrator creates a connection with the reader by motivating his 
wretched state to unknown, supernatural forces. One possible explanation for his violent 
temper is the intoxication with alcohol; he studies gradually his irritability and self-harm by 
hurting the others, including his cat. After maiming the cat by tearing an eye out of her socket 
and finally hanging the poor pet in the garden, the narrator’s house burns entirely. The mark 
of the dead pet on one remaining wall gives the man the impression that evil forces have 
corrupted him all along. 


1 Ousby, Ian, The Crime and Mystery Book. A Reader’s Companion, Thames and Hudson, London, 1997, p. 15. 
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Regretting his past deeds, the man seeks another animal companion. Ironically, he 
finds a cat resembling Pluto but, as expected, he becomes irritated by the pet after bringing 
her home. Disgust turns into bitterness since the animal reminds him of his past act. The 
moment the white spot on the cat’s chest turns into the shape of a gallows, the character starts 
to lose his mind completely. In addition, the pet had one eye missing just like Pluto. The man 
has nightmares, is filled with fright and feels haunted by the cat he sees as a beast, a demon. 
In a fit of rage he tries to hit the animal with an axe but his wife interferes and ends up killing 
her. The man hides the corpse behind a wall in the cellar and is left by worries, hatred or 
nightmares. Ironically, when the police comes for further inquiries on the missing wife, the 
husband boasts with the fine walls he had built. The cat hidden near the corpse shrieks with 
both sorrow and triumph, letting the visitors kn ow about her master’s evil deed. The man is 
finally convinced that it is the pet that cast its evil spell on him and led him to do such terrible 
acts. The Tale-Tell Heart follows a similar plot and the narrator has the same perverseness 
when it comes to arguing his murders. Both men believe that laws tempt one to break them 
and elaborate their killings and hiding of the victims with lucidity and ease of soul. They are 
cunning and at the same time with unbalanced minds. For, they complain of their distress 
caused by their obsessions (the black cat/ the evil eye) and appear to be asking for divine help. 
Nonetheless, they cease easily to their violent and aggressive impulses. 

Anne Rice created The Vampire Chronicles so that she may connect with her readers. 
The metaphor of the vampire is the means by which Rice argues what’s wrong and right in the 
world today. She touches topics like world hunger, wars, bullying at school, civil rights, 
racism or sexism. Her vampires are sensitive to human problems and permanently informed 
and well read. For example Marius and the other vampires try to convince Akasha not to start 
a war based on mass killing because it’s primitive and disastrous. They argue that people have 
common sense and plans according to their dreams. They will follow their principles 
accordingly, letting time have the last word. 

Published in 1976, Interview with The Vampire tells the adventure of male vampires 
Louis and Lestat and their vampire daughter Claudia. They live in New Orleans where Louis 
owns a plantation and start feeding with the slaves. Their experiences suffer many shifts 
including the attempts to kill Lestat. Louis tells his life story to a boy (Daniel Molloy) who 
interviews him. Daniel is fascinated by what Louis tells him and after hours of talking he tells 
the creature he wants to be like him. Numb with disappointment and feeling a monster under a 
curse, Louis is terribly angry with Daniel’s statement; he feels the boy didn’t learn anything 
from this story. Going with the impulse of the moment he bites Daniel leaving him in 
continuous turmoil. Though ill, the boy goes on to publish Interview with The Vampire that 
becomes a popular novel. 

Published in 1988, The Queen of The Damned traces the beginning of vampires and 
their kind. Akasha, the mother of all vampires and their queen wakes up after six thousand 
years of sleep because of Lestat’s loud rock music. She wants to start a world war and Lestat 
and his group of vampires try to stop her. Set in the present day, the novel presents the 
destruction of all vampires by means of combustion. They are killed by Akasha who wants to 
follow a primitive and selfish plan: to kill all men on Earth and leave only the women. This 
will assure the peace and paradise everyone yearns for. Equipped with incredible power and 
strength, her intentions and thoughts are sensed by vampires everywhere. The last remaining 
vampires join and manage to defeat her. 

The Vampire Armand follows through Armand’s story of his life. It is mostly filled 
with sorrow, pain and disappointments. This character proves to be almost as sensitive and as 
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human like Louis. The novel presents Armand’s childhood in Kiev, his education in Venice 
during the Renaissance period, his independent life in nineteenth century Paris and present 
day New Orleans. All in all, Armand’s tormented by unexpected events that occur in his life. 
As young Russian Andrei he is simple and dedicated to his Christian lifestyle until he is 
plunged into the Renaissance period by Marius. Here he becomes Amadeo and Marius’ lover. 
No sooner does he manage to adapt that he is incarcerated by Santino and his children of 
darkness. This way, Armand suffers a great deal before finding his inner peace and voice. 

Edgar Allan Poe’s characters act with suspicion and restraint. That’s because they are 
overwhelmed with grief after having lost a loved one. Otherwise they are careless and cruel, 
ruining other people’s lives or getting into trouble; if not doing so, they imagine doing it. 
Fearful and anxious, they tend to become mad. Rice’s character Armand butchers little 
Claudia, making a monster out of her; he does as such because she was standing between him 
and charming Louis. Armand is a reminder of the mad man who butchers the old man with 
the evil eye in The Tale- Tell Heart. Santino, who lives in the catacombs, first prisons Armand 
in a wall of bricks; later on he will trap Louis into a casket in order to starve him. In addition, 
the murderer in The Black Cat attempts to hide his dead wife in the cellar, behind an 
improvised wall of bricks. The cellar also symbolizes the man’s mind which is imprisoned 
into hallucinations, confusion and madness. The man’s wife is an example of innocence and 
patience, putting up with his ill-manners and alcoholism. She is a victim just like young 
Claudia born into darkness by Louis because he looked for a companion more likeable than 
Lestat. ”An outsider to humanity, seeking a new perspective on good and evil, he is concerned 
with the experience of imortality in a way that echoes his questions about mortality. Contrary 
to the popular vampire tradition, where the vampire is depicted as a heartless and evil 
monster, Louis possesses a conscience, feels lonely, shows moral sensitivity, and seeks 
fellowship with others like himself. He experiences a breakdown of self and has to reinvent his 
identity. ” 2 

A name like Toby O’Dare is anything but accidental. Rice’s Angel Time tells the story 
of a young man whose interior burden lead him to an existential crisis. Finally, leaving his 
pride aside, he turns to God. Obviously, narrator Toby is the author’s reflection. 

An assassin paid by the government, Toby is met by a surprise immediately after 
killing his victim. Malchiah, a seraphim, approaches him and offers Toby a way out of 
darkness. Nothing’s accidental and the mind works miracles. Toby knew something would 
happen on that very day because he had to complete a mission in the place most dear to him; a 
Californian hotel where he feels at ease, away from the hustle and the bustle. This way, his 
insecurity took its toll especially when he observed a silhouette in the darkness. It was a 
mysterious creature that appeared from nowhere. Malchiah appears to be from another world; 
his look, attitude and voice were supernatural and charmed Toby from the very start. The 
intervention of the supernatural reminds one of Poe’s stories; Madeline comes back from the 
dead and haunts twin brother Roderick Usher. 

Toby’s existence meant a continuous torment, a back and forth movement that only 
made him miserable. He is a murderer, certain he will pay for his sins in hell and takes 
revenge on God by means of his missions. That’s because God took his loved ones away from 


2 Ramsland, Katherine, Anne Rices 's Deconstruction of Darkness, Anne Rice: The Vampire Chronicles, 4 Volumes by Alfred 
A. Knopf in The San Francisco Jung Institute Library Journal, Vol. 11, No. 1 (Spring 1992), pp. 69-75, Taylor & Francis, 
Ltd., http://www.istor.org/stable/10.1525/iung 1,1992,11.1.69 , accessed on 12.09.2013, at 04:33, p.72. 
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him and he couldn’t cope with the grief. On the other hand, in spite of the blood on his hands, 
he visits a little catholic church where he finds peace. He feels regrets for his deeds and thinks 
about past dreams that will never come true. He loved to play the lute and had a profound love 
for God and the Church. He wanted to become either a successful artist or a dedicated priest. 
He initially has a secure, healthy and normal background just like Poe’s characters: the man 
whose landlord is his benefactor but whose wicked eye haunts him; the family man who loves 
animals and has a black cat as the favorite pet. Still, his best friend becomes his worst enemy 
due to the intervention of evil forces that trouble the man’s mind. 

Toby’s continuous murdering to quench the anger caused by his misfortune do anything but 
help; it keeps dragging him down until he hits rock bottom and is filled with dark thoughts. 
He kn ows what he’s doing is wrong but he sees no other way out since he’s cursed and a 
wretched soul anyway. So why change for the better if sins like his can never be forgiven? To 
him, there is no God in this world, not a single event or moment to confirm a heavenly 
presence or support. Albeit, Toby still calls his angel. There’s a voice of hope deep inside him 
which he uses in his darkest times. He requests help from his angel, for he didn’t kn ow how 
he was going to cope with killing in the room dearest to him; in the place where he would get 
away from it all, where he would dare to see himself a better person than he thought he was. 
But for this divine intervention there needed an angel of a higher status; a seraphim. Malchiah 
catches Toby’s attention and arrives at the right time. Compared to Poe’s characters, those of 
Rice look for further help from divinity; they fight more to stay on the right side whereas 
Poe’s murderers cannot help themselves and lose control over their mind completely. 

Brought up by alcoholic parents, Toby felt uneasy and insecure about himself as a 
young boy. His father, a policeman would humiliate and beat him. Finally, he was imprisoned 
for an illegal business and later got killed while his mother drowned his two siblings and then 
she committed suicide. Poe lost his mother to consumption and his father to alcohol and Rice 
lost her mother to alcohol as well. She started drinking herself in order to cope with the loss of 
her daughter Michelle. The novels illustrate Rice’s struggle in her relationship to God 
whereas Poe’s stories present his disbelief in the society he was living. For, he was scarcely 
given a chance as a writer and tried to survive solely by his literary works. 

In The Vampire Chronicles the body is described as means by which everything is 
possible. The characters desire one another in order to feed or they wish to destroy their 
enemies by butchering them. At least this is how Armand deals with Claudia and Madeleine. 
The gothic body refers to the dark side of material decomposure. Anne Rice describes scenes 
of extreme cruelty that involve the destruction of the body. Akasha kills the other vampires by 
means of spontaneous combustion. They burn from the inside out and what’s left is a dark 
liquid and their clothes floating on it. When killed by Mekare, Akasha has her head plucked 
from her body; Mekare respected the curse she inflicted on Akasha thousands of years before 
. The witches’ people keeps the tradition in which relatives eat the body of the deceased who 
was part of family. When ready to eat their mother’s heart and brain, Mekare and Maharet are 
interrupted violently by Akasha’s soldiers who destroy everything around including their 
mother’s body and disrespect their last act. The revenge of the matter refers to the wrong 
doings and inflictions done to the flesh. Once one hurts, kills someone or butchers his/her 
body, that spirit takes his/her revenge. At the beginning of the homonymous novel, the 
vampire Armand is described when he tears his victim’s hair from his roots. Rice’s vampires 
are portrayed as possessing excessive cruelty, violence and thirst for blood. They have fits of 
anger and become aggressive just like Poe’s murderers but most of them feel sorry for their 
wretched condition. In Poe’s stories, on the other hand, the evil doers try to get away by 
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hiding their victims; a basic instinct followed by child vampire Claudia who hides her female 
victim on the bed under the pile of dolls. 

In The Fall of the House of Usher, the character visits his old friend Roderick Usher 
and is taken aback by the appearance of the old building. It breathes sorrow, death and 
desolation, situated in a gloomy landscape with a terrible fissure and under a tarn. This adds 
the gothic element to the story. Both Roderick and sister Madeline suffer from a horrible 
disease as a consequence of a family curse. They are pale, thin, remnants of the people they 
used to be. Their visitor remembers an old rhapsody of a beautiful, glorious kingdom that 
finally turned into a ruin due to evil forces. Like a ruin or a dying flower, young Madeline 
falls seriously ill and passes away. While reading a story to his old friend one stormy night, 
the narrator hears strange noises as if someone wanders around the mansion. Madeline wakes 
up from her tomb and to Roderick’s shock, falls lifeless into his arms; the man himself passes 
away due to horror and frailty. The guest runs away, leaving behind a mansion that crumbles 
to pieces into the tarn under it. Madeline is buried alive by the two men just like Santino and 
his coven burry Louis and Armand and imprison Claudia and vampire companion Madeleine. 
Rice’s vampires reside in dark and cold places like cemeteries at night and catacombs by day, 
sleeping in their coffins and carrying them along when they travel. 

In The Murders in the Rue Morgue, the narrator lives with his friend in Paris, by 
themselves, in an old mansion. During the days they read, write and when night falls they 
roam on the streets going on with their discussion. Dupin, the narrator’s friend uses moral 
judgement and sense while carrying out his analysis on anything he observes peculiar. The 
two men involve in the investigation of a mysterious murder. Dupin’s suspicion that an 
ourang-outang killed the two women proves right and is pleased to having solved the murder. 
The narrator tells mostly Dupin’s story of the investigation. His belief that the author of the 
killings is not human adds the science fiction detail to the story. Poe worked assiduously at his 
craft. “The effect for which he was best known was that of gothic horror and it has been 
argued that Rue Morgue is something of a halfway house between the grisly trapping of 
gothic and the determined rationalism of s form better suited to an age of science The 
detective turn in Rice’s Of Love and Evil reminds of Poe’s whodunit. It is the sequel to Angel 
Time and follows Toby’s return to family and the Catholic Church. Toby confronts the dibbuk 
who haunts the Italian community and manages to restore peace to everybody; just like in 
Poe’s detective stories, Rice adds supernatural elements such as demons’ and angels’ 
interventions, the return back to previous centuries in various corners of the world. 

Rice and Poe built characters possessed by ruling, powerful forces that lead them to commit 
atrocities. At the beginning of The Murders in the Rue Morgue, “ Poe’s essay on the analytical 
faculty celebrates the power of the human mind(or rather the mind of the extraordinary 
individual) to triumph over whatever is mysterious, whatever is puzzling.(...) The detective 
story, then, began, as a dream of reason and of the triumphs reason can achieve ” 3 4 . An unique 
author, he was the first to be fully concerned with the characters’ introspections and their 
psychological processes. As a result, he connected the effects of the psyche with distorted 
images of reality and added gothic descriptions, supernatural interventions to the plot. 

BIBLIOGRAPHY 
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LIVIU RUSU - LITERARY WORK 


Aurora Gheorghija 

Phd Student, "Petru Maior" University of Tirgu Mures 


Abstract: Liviu Rush was known as a scientist with a vast culture, a refined connoisseur of 
aesthetics issues and Romanian and Universal literature , concerned with the development of 
research, the affirmation of Romanian cultural values , both in literature and theater and 
music.He organized and participated - in his own country but also abroad- at numerous scientific 
meetings, congresses in aesthetics and comparative literature and gave public lectures.His literary 
activity was initially directed towards psychology studies , followed by the renowned studies in the 
field of aesthetics. 

Keywords : Liviu Rush , aesthetics , psychology, innovation , vision 


Liviu Rusu s-a remarcat ca om de stiinta, cu o cultura vasta, un rafinat cunoscator al 
problemelor esteticii si literaturii romane si universale, preocupat de dezvoltarea cercetarii 
, de afirmarea valorilor culturale romanesti, atat din domeniul literaturii, cat si din cel 
teatral si muzical. Nu in ultimul rand, a manifestat interes pentru promovarea valorilor 
literare, fiind si un neobosit traducator. A organizat si a participat atat in tara, cat si in 
strainatate, la numeroase reuniuni stiintifice, congrese internationale de estetica si literatura 
comparata, a tinut conferinte publice, s-a manifestat in numeroase dezbateri polemice cu 
personalitati ale vietii universitare si literare, 

El s-a nascut la 9 noiembrie 1901, in Sarma^u, §i a murit la 17 decembrie 1985, la 
Cluj-Napoca. Tatal sau, Constantin Rusu, a fost preot, iar mama sa, Ema, s-a nascut Turi. 
Primele trei clase primare le-a urmat in localitatea natala, intre 1908-1911, iar clasa a IV-a a 
facut-o la Liceul Evanghelic German din Bistri(a (1911-1912), unde va studia §i in ciclul 
gimnazial §i in cel liceal, pana in 1920. §i-a continuat studiile la Facultatea de Drept (1920- 
1921), apoi la Facultatea de Litere §i Filosofie din cadrul Univcrsitapi « Regele Ferdinand 
I” din Cluj (1921-1925). I§i incepe cariera universitara inca din timpul studentici, fiind 
numit in 1923 preparator, iar dupa absolvire, in 1928, devine asistentul renumitului 
psiholog Florian Stcfancscu-Goanga, la Institutul de Psihologie din Cluj. Teza de liccnta a 
fost “Selecjia copiilor dotaji”. Din 1928 este doctor in filosofie, specialitatea psihologie, la 
Universitatea „Regele Ferdinand I” din Cluj. Intre 1928-1929 face o specializare in 
Germania, la Leipzig, Berlin, Hamburg. Preocuparile din domeniul psihologiei s-au 
materializat in studii publicate, intre 1929-1939, in Revista de psihologie, in volume 
colective (L. Rusu, L. Bologa, N. Margineanu, Al. Ro§ca, D. Todoranu, Psihologia 
configura(iei, 1929) sau personale (Principiile de baza ale psihologiei aplicate 1929 si 
Problema orientarii profesionale 1929). Dupa o specializare la Paris (1933-1935), in 1935 
i§i susjine un doctorat in estetica, sub conducerea unei somitap in materie, Charles Lalo, la 
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Universitatea Sorbona, cu teza principals Essai sur la creation artistique. Contribution a une 
esthetique dynamique, cea secundara fiind Le sens de l’existence dans la poesie populaire 
roumaine . Din 1938, este profesor titular de estetica la Facultatea de Filosolic si Litere din 
Cluj, de unde este inlaturat de node autoritati in 1948. Pana in 1961, este bibliotecar, alaturi 
de Lucian Blaga, la Academia R.P.R., filiala Cluj, din acest an §i pana in 1971 este profesor 
, la Universitatea « Babe§-Bolyai » din Cluj-Napoca, in specialitatea Literatura universala si 
comparata. In perioada in care a fost bibliotecar a lucrat in paralel si la Institutul de 
Lingvistica al R.P.R., fiind cercetator in cadrul colectivului de literatura romana. 

Debuteaza in 1925 in ziarul Natiunea din Cluj , cu critica literara. Formatia sa de filosof, 
specializarea facuta la Paris, ca si cercetarile initiale din perimetrul psihologiei il orienteaza 
pe Liviu Rusu definitiv spre domeniul esteticii,acesta devenind astfel, alaturi de Tudor 
Vianu , unul dintre putinii romani autori ai unui sistem estetic original, recunoscut ca atare 
si in strainatate. In calitate de estetician ,a abordat o gama larga de teme si a scris 
numeroase lucrari : :”Max Dessoir, estetician si filosof “, “Essai sur la creation artistique. 
Contribution a une esthetique dynamique.” , (considerate lucrarea sa cea mai importanta si 
cunoscuta , despre care au scris Charles Lalo, Charles Wemer, Edgar de Bruyne, V. 
Feldman, B. Fondane, Hector Talvart, Eliot D. Hutchinson, Guillaume de Bricqneville, P. 
Panici, D. Z. Milacici, Henri Focillon, R Miiller-Freienfels, J. Gantner, Wellek §i Warren, 
Cesare Pavese, Mircea Manca§, Petra Comarnescu ) ,” Estetica poeziei lirice” , “Logica 
frumosului “, “De la Eminescu la Lucian Blaga si alte studii literare si estetice.” Le sens de 
l’existence dans la poesie populaire romaine, Paris, 1935 . 

In calitate de critic literar , Liviu Rusu a abordat cele doua apecte ale criticii: : una care 
descopera, explorand §i valorificand intr-un sens nou relieful existent al operei, si alta care 
inventeaza, adaugand operei alte dimensiuni prin accentuarea §i dezvoltarea unor aspecte 
particulare. A publicat mai multe carti de critica literara” Goethe, cateva aspect”, “Eschil, 
Sofocle, Euripide”,” Scrieri despre Titu Maiorescu” ,” Eminescu si Schopenhauer.” Dintre 
acestea , ultimele doua sunt cele mai cunoscute si discutate. In controversata lucrare 
“Eminescu si Schopenhauer” Liviu Rusu discuta despre studiul influentelor.Tema 
principala a lucrarii este influenta lui Schopenhauer in filosofia lui Eminescu. Examinarea 
cu atentie a unor valoroase creatii eminesciene il autorizeaza sa afirme ca poezia lui 
Eminescu contine contradictii care denota o alta viziune asupra lumii decit cea sutinuta de 
Schopenhauer. In concluzie , Schopenhauer a influentat opera marelui poet ,dar doar intr-o 
anumita masura. In “Scrieri despre Titu Maiorescu” , Liviu Rusu redacteaza un amplul 
memoriu-studiu, care a avut meritul de a determina reconsiderarea si revalorificarea operei 
si personalitatii maioresciene. Liviu Rusu spune despre Maiorescu : „acesta nu trebuie 
proslavit, ba chiar zeificat, impotriva starilor de fapt, impotriva adevarului". Autoral 
incearca prin acest studiu sa depisteze influentele filosofice suferite de critic. 

I s-a acordat Premiul “Bogdan Petriceicu Hasdcu” al Academiei R.S.R., pentra 
volumul “Scrieri despre Titu Maiorescu” (1979), Premiul special al Uniunii Scriitorilor pe 
anul 1980. Liviu Rusu a colaborat la diverse publicatii de cultura din tara §i strainatate, a 
participat la importante congrese internafionale de estetica §i literatura comparata, a tinut 
confcrintc publice, s-a manifestat in numeroase dezbateri polemice cu personality ale 
viefii universitare §i literare. A fost membra titular al Academiei de Sti in(e Sociale §i 
Politice, membra in comitetul de redactic al revistei de literatura comparata Lenau-Forum 
(Viena), membra in “Association internationale de litterature comparee”.Membra post¬ 
mortem al Academiei. 
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Liviu Rusu, profesorul de estetica, a fost prezent la intemeierea „Cercului Literar de 
la Sibiu”. Doritor ca studentii sai sa cunoasca structurile de adancime ale fenomenului 
teatral, si nu doar cele de suprafata, preluate de la cursuri, pareri generale despre actorie si 
genul dramatic, Liviu Rusu a avut ingenioasa idee de a realiza un cere de teatru la care sa 
participe studentii interesati. Dintre cei care vor pune in scena Heidelbergul de altadata si 
O scrisoare pierduta se racoleaza membrii „Cercului Literar”. Astfel, Liviu Rusu are 
meritul de a initia cercul - cenaclu: „Prietenii Seminarului de estetica ”, in care se remarca 
viitorii literati, acesta constituind un solid punct de pomire pentru cariera lor de scriitori. 


Eminescu si Schopenhauer 

In studiul “Eminescu §i Schopenhauer” Liviu Rusu consemneaza ideile 
schopenhaueriene evidente la Eminescu ( negarea progresului si viziunea neantului : raul ca 
motiv al tentintei spre nefiinta ; egoismul , generator de minciuni ; viata ca spectacol de 
teatru , cu aceleasi personaje dar cu masti diferite ; constiinta care nu arata realitatea in 
adevarata ei lumina ; lumea ca proiectie a eului personal ) si afirma ca Eminescu nu a fost 
asa de schopenhauerian deoarece in poeziile sale se regasesc concepte contradictorii. 
Observatiile sunt semnalate prin numeroase exemple de poezii : Epigonii , Imparat si 
proletar , Scrisoarea III, Memento Mori, "Sarmanul Dionis , Cezara , Luceafarul. 

Mentionand poemul Calin , Liviu Rusu spune : “ Hotarat, cine reuseste sa prinda si 
sa zugraveasca cu atata atasament , cu o adeziune asa de elmentar simtita , intregul freamat 
al viefii, acela, in taini(ele cele mai autentice ale fiin(ei sale, nu poate sa fie un pesimist 
mohorat, un doritor sincer al ncfiintci, un dispre|uitor al viefii.” 1 

Suprcmapa raului la Eminescu nu are sensul extrem pe care acesta il capata in 
filosofia lui Schopenhauer, Eminescu fund incomparabil mai uman, mai realist in arta §i 
filozofie; raul social la acesta are un in(clcs istoric. Eminescu fiind un romantic cu inclina^i i 
spre clasicism, nu-si neaga latura umanista, insa la el remarcam un umanism tragic, care 
oscileaza intre sentimentul victii §i „dorul nemarginit”. 

Ideile filosofice schopenhaueriene au avut o covarsitoarc importanta pentru opera 
eminesciana, dar acestea nu coboara intru nirnic originalitatea poetului, care trebuie cautata 
numai in adevarul si energia lirismului 

Eseu despre creafia artistica. contributie la o estetica dinamica 

A aparut in trei eclifi i, prima Essai sur la creation artistique. Contribution a une 
esthetique dynamique la Felix Alcan, Paris, in 1935. Cea de a doua eclitic este tot in limba 
franceza si a fost tiparita la Editura Univers, Bucure§ti, 1972, fiind insopta de o Postfafa a 
autorului (12 p.). Singura edipc in limba romana, pana acum, a aparut in 1989, la Editura 
Stiintifica si Enciclopedica, in traducerea Cristinei Rusu, cu un extins si excelent studiu 
introductiv scris de Marian Papahagi. 

Cartea a fost prezentata, ca teza de doctorat, la Sorbona, conducator §tiin(ific fiind 
renumitul estetician francez Charles Lalo. Alaturi de teza secundara, “Le sens de l'existence 
dans la poesie populaire roumaine”, publicata tot atunci, la aceeasi editura, “Eseu despre 


1 Liviu Rusu , Eseu despre creafia artistica. Contribute la o estetica dinamica. Studiu introductiv de M. Papahagi, traducere 
din lb. franceza: Cristina Rusu, Bucure§ti, 1989; 
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creatia artisticS” este, probabil, cea mai cunoscutS, in orizont universal, carte de esteticS 
scrisS de un autor roman contemporan. 

“Creatia ca act primordial , fata de care contemplarea nu poate avea decat rolul unui gest 
secund, este un asemenea fenomen originar al artei si al esteticii. A merge la -sursele insSsi 
ale fortelor creatoare , a descoperi un sens profund al operei de arts , iatS ambitia autorului 
tezei despre creatia artistica.” 2 

Liviu Rusu declarS chiar din prima paginS ca se aflS „in contradictic cu intreaga 
estetica traditionala". Lui i se pare ca mare parte din abordSrile anterioare au adoptat un 
punct de vedere „static" §i nu „dinamic". TotodatS, „estetica traditionala" este contestabilS 
prin centrarea ei aproape exclusivS asupra operei (vSzutS ca „entitate independents") sau pe 
descrierea plScerii §i a contemplatiei estetice. Neglijarea problematicii crea|iei artistice este 
„pScatul" comun, dupS el, chiar §i al unei parti a esteticii contemporane. Prin urmare, 
propune o cunoastere temeinicS si sistematicS a operei de arta, pornind de la create, de la 
artist, ,,cSci §i acesta nu incepe prin contemplare, ci prin a avea o atitudine creatoare". 3 
Creatia artistica este, deci, problema fundamentals a esteticii, din ea derivS atat explicarea, 
descrierea, cat si intelegerea tuturor celorlalte probleme estetice. Creatia are o dimensiune 
psihologicS, dar aceasta trebuie sS fie tratatS in aspectul ei major, cel estetic. Punctul de 
vedere reprezentat de Liviu Rusu este anti - psihologist: “In ce ne priveste , creatia artistica 
nu ne intereseazS deloc ca o problema psihologica , ci ca o problema estetica.” 4 Nicolae 
Balota precizeazS ca interesul autorului nu se axeazS pe mecanismul psihologic al procesului 
de creatie , „ci creatia ca revelatoare a semnificatiilor operei de arta”. 5 De fapt, ideea 
principals este aceasta: prin analiza sufletului artistului se poate ajunge la intelegerea deplinS 
§i adecvatS a „sufletului operei", a structurii estetice a acesteia. Pentru a demonstra 
valabilitatea unei astfel de perspective. Liviu Rusu regandestc fiecare din temele consacrate 
ale esteticii, precum: geneza esteticului si artei; originea fonnelor estetice; elementele 
implicate in creatie; natura operei de artS; esenta procesului de gustare si receptare esteticS. 
Cartea este, astfel, structuratS in patru pSrfi: I. Datele originare ale creafiei artistice', 
II. Factorii incon§tienfi sau potenfiali ai creafiei artistice'. III. Factorii conftienfi sau actuali 
ai creafiei artistice', IV. Datele transsubiective ale creafiei artistice. 

Astfel, ideea centrals a autorului, in ceea ce prive§te geneza artei, este urmStoarea: creatia 
artisticS nu este o atitudine accidentals a omului, dupS cum nu este nici un lux, ci este o 
„formS de vialS". ,,Artistul creeazS pentru cS nu poate altfel". Nici una dintre teoriile care fie 
cS explicS arta nu i se par satisfScStoare lui Liviu Rusu. In urma cercetSrii sale , rezultS cS 
activitatea artisticS nu poate fi redusS nici la „tendinte izolate ale sufletului", nici la 
„activitSti inferioare"; ea este expresia eului originar, nu a celui empiric, superficial; ea 
treze§te ,,impulsurile originare" §i le confers acestora prin operS „valoarea §i tranzactia 
fondului primordial al vietii". 

Opera de arts este un rSspuns la intrebSrile chinuitoare care-1 agitS pe artist, ea fund, 
totodatS, §i rezultatul unei atitudini fundamentale in fata lumii. Opera descoperS esenta 


2 Nicolae Balota , Arte poetice ale secolului XX, Bucuresti, Editura Minerva, 1976, Editia a Ila , Bucuresti, Editura Minerva, 
1997. 

3 Ibidem , p.297 

4 Op.cit., p. 9 

5 Nicolae Balota , Arte poetice ale secolului XX, Bucuresti, Editura Minerva, 1976, Editia a Ila , Bucuresti, Editura Minerva, 
1997. 
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primordiala a cxistcn(ci omene§ti si exprima o viziune despre lume, una cu valoare 
simbolica. Spiritualitatea care se descopera prin crea(ia artistica nu este supra-umana, ci 
intra-umana. El explica - printre altele - si existen(a diferitelor stiluri in arta. 

Ideile din Eseu despre crcatia artistica. contribute la o estetica dinamica sunt dezvoltate 
in Estetica poeziei lirice (Cluj, 1937) §i amendate partial in Logica frumosului (1946). “Si de 
aceasta data intalnim intentia autorului de a fundamenta anumite categorii estetice , mergand 
la fenomenul originar , la esente , descoperind o baza existentiala”. 6 Fiecarui gen literar ii 
corespunde un anumit tip de frumos: frumosului simpatetic - genul liric, frumosului 
echilibrat - genul epic, frumosului anarhic - drama. In Logica frumosului, crcapci artistice ii 
ia locul frumosul in sensul de valoare estetica, acesta devenind obiectul central al esteticii 
lui Liviu Rusu. Dupa incercarea de intemeiere a unei estetici dinamice pomind de la actul 
artistic din “Essai sur la creation artistique”, “Logica frumosului” reprezinta schema unui 
sistem personal de estetica. In ceea ce prive§te titlul lucrarii, autorul il explica pomind, de la 
sintagma „logica frumosului” ce provine de la heracliticul logos, in sensul de „sinteza a 
nonnelor §i a legilor inerente”, de „tendinta intrinseca a firii spre ordine” care este si una 
dintre caracteristicile frumosului. Liviu Rusu spune in primele pagini ale carpi sale: „Dupa 
parerea noastra, frumosul este pur si simplu fenomenul estetic de baza, el formeaza obiectul 
esteticii. Revenim deci la vechea idee, ca estetica este §tiin(a frumosului. Iar aceasta 
conccppc implied cu acccasi indrepta|ire atat frumosul artistic, cat si frumosul natural.” 7 
Aceasta lucrare are caracteml unei teorii a valorilor, avand in centml sau frumosul ca valoare 
estetica prin excelenpL In lucrarea din 1946, nu crcapa artistica este in postura de ,,problema 
fundamentals", ci frumosul (sinonim cu valoarea estetica) va fi considerat drept obiect 
central, universal al esteticii. Liviu Rusu este, alaturi de Tudor Vianu unul dintre cei mai 
important) rcprezentanti ai esteticii romane§ti 

Venind spre estetica dinspre psihologie, Liviu Rusu a reu§it sa-§i contureze o estetica 
cu caracter „sistematic” §i „unitar”, viziunea acestuia plasandu-se la con duenna unei 
multitudini de orientari ideatice din prima jumatate a sec. al XX-lea.Biografia profesorului, 
istoricului literar, esteticianului, comparatistului si traducatorului Liviu Rusu (1901-1985) 
este impresionanta §i, totodata, tulburatoare, daca constientizam faptul ca acest emdit 
carturar, posesor a doua doctorate, a fost indepartat, in fatidicul an 1948, din Facultatea de 
Litere §i Filosofie a Universitattii din Cluj. 

Opera sa este rezultatul unor pasionante cercetari intreprinse in bibliotecile din 
Romania, dar si in cele din Occident, reprezentand, astazi, autentice modele de interpretare si 
analiza estetica a operei lui Titu Maiorescu, Mihai Eminescu §i Lucian Blaga. 
Istoricul literar §i esteticianul Liviu Rusu a fost, in acelafi timp, si un temut polemist, ce nu a 
ezitat sa-§i demonstreze, cu argumente temeinice, opiniile. Era format la §coala germana de 
estetica, pe care o injelesese, o precise si pe care o preda, cu dcvopunc, la Facultatea de 
Litere §i Filosofie din Cluj, unde era profesor titular inca din anul 1938. Liviu Rusu, 
personalitate plurivalenta a culturii nationale, a intrat, azi, intr-un nepermis con de umbra de 
unde se cuvine a fi recuperat §i repus spre a-si ocupa binemeritatul loc an literatura romana. 
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6 Ibidem , p.321 
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THE 90ST LITERARY MANIFESTO 

Sinziana Sipos 

PhD Student, "Lucian Blaga" University of Sibiu 


Abstract: The generation of the 80s tried multiple times to extend its influence on the next 
generation, that of the 90s. The main arguments were that history had a significant influence 
on literature and as the regime was the same during the 70s and the 80s (the years when the 
writers found their own poetic voice), the literature influenced by it would be the same. The 
second argument has to do with the fact that poets forming the generation of the 90s had 
developed a type of poetry which is similar to the one written by the authors forming the 
generation of the 90s. This paper argues the poetry of the 90s has an implicit original 
character and so, it succeeds in obtaining the right to form a generation in its own. 


intrebarea frecventa care s-a pus in legatura cu scriitorii care s-au afirmat dupa 1989 
este daca se constituie sau nu intr-o generatie. Infirmarile sunt mai numeroase decat 
confirmarile si desi sunt numiti in bloc cand se discuta despre ei, criticii recunosc ca folosesc 
termenul de generatie intr-un mod conventional. Unii dintre ei, dorind sa-1 submineze, 
utilizeaza conceptul de promotie, desi acesta nu a fost teoretizat sufficient pentru a clarifica 
unele dubii care mai exista in jural lui. 

Rezervele in ceea ce priveste existenta unei noi generatii au la baza diverse argumente 
dintre care doua mai importante ar li: faptul ca situatia social-politica era aceeasi in anii ’80 
(in care s-au fonnat scriitorii nouazecisti) cat si in anii ’70, (perioada de formare a scriitorilor 
optzecisti), si incadrarea poeticii ambelor grupari in paradigma postmodemismului; estetica 
poetica devine in acest fel comuna, iar ca urmare, generatia 90 este inglobata de lirica 
optzecista. Scriitura celei dintai ar contine in opinia exegezei aceleasi trasaturi regasite in 
textele optzecistilor, nouazecistii devenind in acest sens, asa cum afirma Nicolae Manolescu, 
niste optzecisti mtarziati. Prima perspective, conform careia mediul social-politic este 
neschimbat, supune istoria unui proces de uniformizare; ea se trandorma in subiectul unei 
influence puternice pe care a avut-o sistemul comunist asupra scrierilor. insa chiar si in 
perioade care au ca model de guvernare acelasi regim, respectiv cel comunist, putem oare 
afirma ca istoria este constants? Nu este aceasta doar o reductie simplista? 

Situatia se complied si mai mult cand unii dintre membrii gruparii nouazeciste, 
reneaga afinitatile poetice cu ceilalti nouazecisti. Acest fenomen devine pentru critica un alt 
argument care sustine afirmatia conform careia nouazecistii nu ar fi o generatie. Scriitorii din 
Grupul de la Brasov declara ca fac parte din generatia 80 si pe urmele acestor asertiuni, 
Mihail Vakulovski ii include in studiul sau despre poezia optzecista. Intervine in acest sens o 
tendinta de acaparare a optzecistilor, care inhiba propulsarea nouazecistilor. Lucrarea de fata 
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isi propune asadar sa identifice si sa discute problematica descrisa mai sus, stabilind in final 
daca se poate afirma ca autorii nouazecisti sunt constituiti intr-adevar intr-o generatie. 

Poetii optzecisti tind sa monopolizeze scena literara a celor doua decenii, plecand 
chiar si de la date neverificate, care se dovedesc a fi false. De exemplu atat Ion Bogdan 
Lefter, cat si Alexandru Musina considera in scrierile lor ca cenaclul Universitas apare ca un 
inlocuitor al Cenaclului de Luni. Faptul ca ar exista o generatie 90 a fost contestat de critica 
pana la oferirea argumentele ce urmeaza o directie vicioasa in care a aparut fabricarea unor 
date care sustin faptul ca nouazecistii nu reprezinta mai mult decat o prelungire a 
precursorilor lor. Simptomatic in acest caz este discursul lui Ion Bogdan Lefter intrucat 
criticul afirma ca Cenaclul Universitas este infiintat imediat dupa disparitia Cenaclului de 
Luni, rolul celui dintai fund acela de a-1 continua pe cel din urma: „«Pe urma, a aparut foarte 
rapid un cenaclu infiintat nu sub jurisdictia Centrului Universitar Bucuresti, ci doar al 
Universitatii Bucuresti, condus de Mircea Martin - Cenaclul Universitas - pe care noi 1-am 
perceput ca pe o alternativa pe care sistemul a creat-o rapid pentru a nu aparea intrebarea de 
ce nu mai exista Cenaclul de Luni)).” 1 Dupa desfiintarea Cenaclului de Luni condus de 
Nicolae Manolescu, Ion Bogdan Lefter marturiseste ca a aparut imediat cenaclul Universitas 
si a fost perceput ca inlocuitor al celui la care luau parte optzecistii. Infiintarea Cenaclului 
Universitas devine o alternativa pusa la cale de regim pentru a calma spiritele. Conspiratia 
inventata are efect si asupra altor cercetatori, care se lasa influentati de datele puse in 
circulate. Gheorghe Mocuta, de exemplu, preia aceasta idee, fonnuland in acest fel premise 
pomite de la date inexacte: „Deschiderea postmoderna le-a priit creatiei, discursul lor s-a 
diversificat, chiar daca ei nu fac decat sa prelungeasca paradigma generatiei optzeci. Cat 
priveste conceptul de generatie, il folosim in sensul de grupare literara legata prin criteriul 
biologic, al aspiratiilor, psihologic, cultural.” 2 Modul in care utilizeaza Gheorghe Mocuta 
termenul de generatie este vag, intrucat desi sustine pe de-o parte ca e folosit in sensul de 
grupare literara, pe de alta parte, afirma ca formarea ei este determinata atat de criteriul 
biologic, cat si de cel psihologic, cultural si de importanta aspiratiilor. Fara sa defineasca pe 
larg viziunea sa asupra acestei notiuni, cercetatorul recurge la relatarea lui Bogdan Lefter si 
formuleaza un punct de plecare pentru discursul sau, in legatura cu modul in care scriitorii 
nouazecisti prelungesc paradigma optzecista: „Inceputurile nouazecismului, ca grup de 
presiune distinct ce incepea sa se opuna generatiei ’80, aflata in defensiva la sfarsitul anilor 
nouazeci, sunt legate de activitatea Cenaclului «Universitas», infiintat in decembrie 1983 si 
condus de criticul Mircea Martin, considerat figura tutelara a acestei generatii.” 3 Dupa 
inchiderea Cenaclului de Luni, solutia s-a ivit in forma Cenaclului Universitas, care s-a 
format in decembrie, dupa ce, in toamna, se desfiintase cel dintai. Alexandru Musina preia 
ideea de continuitate, sustinand-o in mai multe contexte, si recunoaste existenta unor diferente 
de ordin minor intre cele doua forme de cenaclu care au rolul mai degraba de a dauna 
Universitas- ului: „«In momentul in care Cenaclul de Luni a luat sfarsit, prin ’85-’86, s-a 


1 Daniel Puia-Dumitrescu, O Istorie a Cenaclului de Luni, Editura Cartea Romaneasca, Bucuresti, 2015, p. 378; 

2 Gheorghe Mocuta, Printre nouazecisti. Profit de etapd, Editura Tracus Arte, Bucuresti, 2013, p. 5; 

3 Ibidem, p. 6-7; 
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infiintat Cenaclul Universitatii din Bucuresti. Acesta a fost condus de Mircea Martin, se 
numea Universitas, si a venit ca un fel de prelungire a Cenaclului de Luni. A fost gandit ca un 
fel de substitut al Cenaclului de Luni dar a functionat chiar ca o prelungire a acestuia, fiind 
putin diferit.»” 4 Influenta cenaclului in care s-au format scriitorii optzecisti se intinde peste 
cenaclul Universitas, diferentele exsistente fiind in legatura cu numarul de persoane 
participante si nu cu poetica practicata. Referindu-se in continuare la atmosfera din cadrul 
cenaclului, criticul afirma ca e una distincta de cea din cenaclul condus de Nicolae Manolescu 
„«Era alt tip de cenaclu, foarte bun, dar mai restrans, intr-o sala mica, aproape de senzatia de 
ilegalitate, asa, nu erau mai mult de 10-15 oameni, numai cei interesati. A mers in continuare, 
nu a mai avut impactul Cenaclului de Luni, dar centrul erau Caius, Marius, Simona, Caius 
fiind si presedintele cenaclului, intre altii. Deci Cenaclul de Luni a continuat cumva prin ei, 
dar era deja altceva»”. 5 Fiind formati in Cenaclul 19 de la Brasov, (condus de Alexandru 
Musina), Caius Dobrescu, Simona Popescu, Andrei Bodiu si Marius Oprea sunt considerati de 
poet ca fiind continuatori ai fonnei de poetica praticata in anii ’80. Participarea lor la 
Universitas este interpretata ca avand o importanta majora asupra cenaclului, acesta devenind 
un al doilea Cenaclu de Luni. Asadar, Alexandru Musina considera la fel ca Bogdan Lefter ca 
Cenaclul Universitas este o continuare a Cenaclului de Luni. 

Din cauza ca nu existau referinte clare cu privire la aparitia cenaclului condus de 
Mircea Martin, confuzia a sporit, informatiile fiind preluate fara cercetari aditionale. Afland 
de punerea in circulate a acestor false asertiuni, Mircea Martin publica un articol care sa 
ofere informatiile corecte necesare corectarii acestor date. Criticul porneste de la afirmatiile 
lui Bogdan Lefter cand afirma: „Aveam sa descopar in continuare la el o tendinta tot mai 
accentuata de a extinde limitele optzecismului mult dincolo de acelea ale generatiei propriu- 
zise. Conceptie impartasita, de altfel, si de Alexandru Musina, care, in Antologia poeziei 
generatiei ’80 (Editura Aula, 1993 si 2002), ii include - fara ezitare si fara vreo 
problematizare - pe Andrei Bodiu, Caius Dobrescu, Aurel Dumitrascu, Marius Oprea, 
Cristian Popescu si pe Simona Popescu, autori sensibil mai tineri (cu exceptia lui Cristian 
Popescu) si propunand fiecare o poetica greu reductibila la «modelul» optzecist.” 6 Criticul 
condamna aceasta dorinta de raspandire a influentei generatiei 80 si inspre membrii generatiei 
90 si sustine ca este nedreapta includerea autorilor tineri din punct de vedere al creatiei in 
antologia realizata de Musina. Acestea sunt cateva din motivele importante pentru care 
criticul Mircea Martin se hotaraste sa clarifice situatia, publicand in 2008, un proiect 
abandonat cu ani in urma, sub numele Universitas. A fost odata un cenaclu... in care sa traseze 
liniile principale ale directiei nouazeciste prin intermediul amintirilor, operelor si cronicilor. 
Criticul declara: „Am descoperit cu acel prilej ca, desi textele unor membri ai Universitas-ului 
erau pomenite intr-o cronologie a anilor ’80-’90 (Simona Popescu, Caius Dobrescu, Cristian 
Popescu), cenaclul ca atare nu figura, alaturi de Junimea si de Cenaclul de luni, printre 


4 Daniel Puia-Dumitrescu, O Istorie a Cenaclului de Luni, Editura Cartea Romaneasca, Bucuresti, 2015, p. 381; 

5 Ibidem, p. 380; 

6 Universitas. A fost odata un cenaclu..., coordonator Mircea Martin, Editura Muzeul National al Literaturii 
Romane, Bucuresti, 2008, p. 11; 
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Punctele de convergenta. ale epocii. Ba chiar mai mult, I. B. Letter a scris intr-o paranteza 
urmatoarele: «Cenaclul de luni va fi impiedicat sa continue in 1983. In locul lui va II infiintat 
cenaclul Universitas condus de Mircea Martin.»” La fel ca Cenaclul de Luni, Cenaclul 
Universitas a reprezentat un spatiu al libertatii, in care scriitorii se eliberau de povara 
regimului comunist prin procesul de creatie. Ceea ce e notabil e faptul ca aceasta forma lipsita 
de constrangere, numita Universitas a contribuit la gasirea unor expresii poetice individuale. 
De aceea este semnificativ, ca rememorarea acelei perioade sa se produca: deoarece in acest 
cadru la inceput restrans, mai apoi rnarit a avut loc formarea unor noi poeti. De asemenea, este 
esential sa fie cunoscute anumite informatii, cum ar fi perspectiva scriitorilor asupra propriei 
activitati. Mircea Martin solutioneaza inca de la inceput eroarea in care cativa din scriitorii 
optzecisti intra: „Adevaral este ca Universitas nu s-a infiintat dupa desfiintarea Cenaclului de 
luni si nici «in locul» acestuia. Universitas si-a inceput activitatea in aprilie 1983, iar Cenaclul 
de luni si-a incetat-o in toamna lui 1983. Aveam, oricum, afilieri si subordonari institutionale 
diferite (Central Universitar Bucuresti, respectiv Universitatea din Bucuresti).” 7 Criticul 
stabileste prin aceste afinnatii individualitatea Cenaclului Universitas, care nu s-a format nici 
in descendenta cenaclului condus de Manolescu si nici in locul acestuia. Faptul ca aveau si 
afilieri institutionale diferite confirma ca era un cenaclu de sine statator, care nega si nu crea 
legaturi prin vreo continuitate declarata. Martin mai afirma: „Am fost teribil de contrariat de 
aceasta asertiune eronata - am si reactionat pe loc -, nu incetez nici acum sa ma mir ca I. B. 
Letter, care a frecventat cenaclul Universitas, ca si alti optzecisti, a putut s-o faca, si inca atat 
de nonsalant.” 8 Aceasta tendinta de a situa poezia nouazecista in continuarea celei optzeciste 
din punct de vedere estetic are o intindere mult mai larga, acaparand si mediul in care s-au 
format scriitorii afirmati dupa 1990. Mircea Martin se declara uimit de eroarea temporala ivita 
in legatura cu aparitia Cenaclului Universitas, insa lipsa unor documente in acea epoca in care 
sa fie specificate informatiile in discutie sustin eventualele greseli. 

Estetica poeziei optzeciste este transformata intr-un spatiu urias in aria caraia ajung si 
scriitorii nouazecisti. Cu o forta neinvinsa, scriitorii optzecisti ii asimileaza pe cei din urma, 
iar intrebarea care apare in acest caz este daca nu cumva poate fi vorba de o cearta nu intre 
poetici, ci intre puternica dorinta de afirmare a scriitoriilor foarte apropiati din punct de 
vedere temporal. Optzecistii au intrat in istoria literara intr-un moment dificil in care 
societatea era impinsa incet spre limitele suportabilului. Iar la cativa ani, in 1987, apare 
Cristian Popescu, cu o poezie declarat si practic diferita, Familia Popescu. Recunoasterea 
unei poetici noi devine dificila, deoarece eforturile creatoare nu s-au tocit, iar poetii nu sunt 
pregatiti sa faca loc nou-venitilor. in plus, criticii care incep sa analizeze poezia noua sunt si 
poeti optzecisti. Asadar, un alt motiv din cauza caruia generatia 90 nu reuseste sa se afirme ca 
o grupare distincta ar putea fi faptul ca exegetii care s-au ocupat de acordarea judecatilor de 
valoare erau si poeti optzecisti (Alexandra Musina, Ion Bogdan Lefter, Mircea Cartarescu). 
Aceasta posibila opresiune a orgoliilor este sustinuta de discutia initiata de Terry Eagleton cu 


7 Ibidem, p. 11; 

8 Ibidem, p. 11; 
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privire la subiectivitatea critical „Este mai curand vorba despre faptul ca fiecare perioada 
istorica si-a construit un alt Homer si un alt Shakespeare conform propriilor interese si a gasit 
in textele lor aspecte pe care sa le aprecieze sau nu, care nu au fost mereu aceleasi. Cu alte 
cuvinte, toate operele literare sunt «rescrise», cel putin inconstient, de catre societatile care le 
citesc. Intr-adevar, nu exista lectura a unei opere care sa nu fie si o «rescriere» a ei.” 9 Orice 
cititor interpreteaza o opera in functie de cunostintele sale, de aspiratiile, obiceiurile sau de 
mediul cultural in care a trait. Altfel spus, lectura si relectura nu releva acelasi univers si nu 
sunt niciodata obiective; perioadele de timp diferite in care actul lecturii este realizat, confera 
rezultate cu atat mai diferite. Teoreticianul confirma faptul ca istoria isi pune amprenta asupra 
operei; prezentul aduce anumite instrumente de cercetare a operei, pe cand trecutul le are pe 
ale sale. Iar acestea nu sunt obiective, ci subiective propriilor interese. Mircea Cartarescu, 
aducandu-si aminte de perioada de formare afinna: „Radeam in pumni de bosorogii de 
treizeci de ani care se mai dadeau poeti tineri [...]. Aceeasi atitudine o aveam si fata de cei cu 
doi-trei ani mai tineri: mucosii n-aveau nici o sansa, nu puteau decat sa ne imite pe noi, era 
clar, caci nu vedeam alt fel de a scrie poezie decat cel lunedist. Eram plini de noi, eram 
minunati, scriam cea mai buna poezie din lume si poate chiar singura.” 10 Pozitia luata de 
Cartarescu poate aduce cateva lamuriri cu privire la modul in care erau vazuti poetii care 
incercau sa scrie un alt tip de poezie decat cel practicat de optzecisti. Atitudinea zeflemitoare 
fata de scriitorii tineri putea aduce cu sine un surplus al subiectivitatii in ceea ce priveste 
mijloacele artistice de judecare a unei opere, aceasta din urma fund mai degraba mobilul unei 
respingeri din partea predecesorilor inovatori. Asa cum afirma Terry Eagleton „Asa ca ceea ce 
am aratat pana acum este nu doar faptul ca literatura are o altfel de viata decat insectele si ca 
judecatile de valoare intretin o relatie stransa cu ideologiile sociale. In ultima instanta, ele 
vorbesc nu numai despre gustul individual, ci si despre realitatile presupuse «adevarate», in 
virtutea carora unele grupuri sociale isi exercita si isi mentin puterea asupra altora.” * 11 Aceasta 
negare a generatiei 90 ca generatie de sine statatoare poate fi rezultatul unui joc al puterii, 
putere pe care optzecistii s-au obisnuit sa o detina, nedorind sa renunte inca la ea. Terry 
Eagleton defineste relatia dintre o judecata de valoare si situatia politica dintr-o societate. 
Influenta pe care socialul o are asupra criticului ll poate duce pe acesta la promovarea unor 
judecati de valoare care sa nu coincida neaparat cu cele care ar favoriza opera respective. Dar 
acest lucru nu inseamna ca opera ar trebui abandonata sau supusa pe veci acelei judecati. Ea 
este strans legata de modul in care e impartita puterea in societatea contemporana: „Prin 
ideologic inteleg, in linii mari, modalitatile prin care ceea ce spunem si credem se leaga de 
structurile si relatiile de putere din societatea in care traim. [...] Nu inteleg prin ideologic doar 
acele credinte profund inradacinate, adesea inconstiente, ale oamenilor; intelesul mai restrans 
pe care il dau se refera la felul de a simti, a percepe, a evalua si a gandi, care intretine o 


9 Terry Eagleton, Teoria literard. O introducere, Editura Polirom, Iasi, 2008, p. 27; 

10 Universitas. A fost odatd un cenaclu..., coordonator Mircea Martin, Editura Muzeul National al Literaturii 
Romane, Bucuresti, 2008, p. 227-228; 

11 Ibidem, p. 31; 
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anume relatie cu prezervarea si reproducerea puterii sociale.” 12 Regimul politic se afla in 
stransa legatura cu credintele indivizilor, si nu este vorba doar de acele crezuri de la nivelul 
inconstientului, ci de actiuni concrete cum ar li evaluarea si perceperea unei opere literare sau 
a unui eveniment. 

Aceasta reactie din partea optzecistilor de a evalua operele nouazecistilor prin 
stabilirea unei lipse de inovatii multiple, este sustinuta poate si de absenta unor actiuni 
puternice de sustinere din partea indrumatorului gruparii nouazeciste, Mircea Martin. Acesta 
nu se lanseaza intr-o campanie de promovare a nouazecistilor si nu realizeaza nicio lucrare 
ampla in care sa stabileasca principalele trasaturi care li diferentiaza de precursori. intr-un 
interviu luat de Jenica Stanciulescu, Mircea Martin isi recunoaste pasivitatea in ceea ce 
priveste promovarea operelor nouazecistilor, justificarea venind din dorinta de a nu ft 
considerat partinitor de catre alti scriitori. Criticul sustine ca din cauza ca s-a aflat la carma 
Cenaclului Universitas, simte ca nu poate fi obiectiv, si nu vrea sa se ocupe de o critica de 
sustinere, intrucat aceasta ar trebui sa vina din partea celorlalti critici, odata ce valoarea 
scriitorilor va fi confinnata. Spre deosebire de Nicolae Manolescu, Mircea Martin prefera sa 
ramana discret in umbra lor, lasandu-i sa se afirme prin propriile forte. 13 

De altfel, exista printre discipolii sai scriitori care ii reproseaza aceasta neimplicare: 
Horia Garbea il compara pe Martin cu alti indrumatori de cenaclu si se simte defavorizat: „In 
comparatie cu alti conducatori de cenaclu sau mentori de tineri autori, Mircea Martin a facut 
putin pentru discipolii sai. Nu i-a prezentat elogios editurilor, nu s-a «zbatut» pentru ei si nu 
le-a dat «job»-uri cand a ajuns director. Ne-am descurcat singuri sau cu ajutor de la altii sau, 
mai ales, sprijinindu-ne intre noi. Nu cunosc niciun caz de recenzie a sa (fie si negativa) la 
cartile scoase de «universitaristi» dupa ’90 desi, eu unul, cel putin, as fi simtit nevoia unui 
comentariu al sau, oricat de aspru. De multe ori aceasta atitudine m-a facut sa ma simt 
frustrat. Stiu ca nu e numai cazul meu.” 14 Conducatorul cenaclului Universitas nu si-a creat 
un scop din a sprijini membrii gruparii nouazeciste prin cronici si i se reproseaza faptul ca nu 
a incercat sa convinga editurile sa publice operele nouazecistilor. Modul prin care scriitorii 
reuseau sa se descurce in viata literara era conditionat de un ajutor reciproc sau prin ajutorul 
venit de la alti scriitori, straini gruparii. Lipsa recenziilor creeaza frustrari in randul 
nouazecistilor, aceasta lipsa de sustinere fiind perceputa ca daunatoare. 

Un alt argument semnificativ care constituie o piedica in calea afirmarii generatiei 90 
ar fi ca aceasta reprezinta o prelungire a optzecismului, o continuatoare a esteticii optzeciste, 
elementul de originalitate fiind absent. Mircea Martin abordeaza cu diplomatic teoria: „Nu 
doresc sa ma pronunt acum asupra validitatii respectivei ipoteze, nici nu ma grabesc s-o 
resping de piano. E incontestabil ca in anii ’80 s-a produs in literatura romana o schimbare 
importanta - poate chiar o ruptura - si ca rolul decisiv in aceasta schimbare 1-au jucat tinerii 
de atunci. La fel de adevarat este faptul ca evolutia ulterioara a literaturii noastre a avut loc in 


12 Ibidem, p. 30; 

13 Mircea Martin, Radicalitate si Nuantd, Editura Tracus Arte, Bucuresti, 2015, p. 456; 

14 Universitas. A fast odata un cenaclu..., coordonator Mircea Martin, Editura Muzeul National al Literaturii 
Romane, Bucuresti, 2008, p. 28; 
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sensul aprofundarii acelei schimbari. Intrebarea care se ridica este insa daca nu cumva - in 
chiar continuarea acelei directii - s-a atins un stadiu, un prag care ne-ar putea face sa ne 
gandim la o alta denumire, la o alta paradigma.” 15 Este de necontestabil modul in care 
optzecistii au revolutionat poetica; de asemenea, nu se poate afirma ca nu exista similitudini 
intre poezia nouazecistilor si cea a predecesorilor. Acestia din urma au respins lirismul 
practicat in anii ’60 si ’70, creand o poezie a cotidianului si a autobiogralicului. Insa daca 
poetica lor a luat nastere din opozitia cu textele antecesorilor, nu inseamna ca un nou tip de 
scriitura nu se poate forma decat urmand acelasi tipar. O solutie in acest sens o da chiar 
discursul lui Mircea Martin, criticul sustinand ca aprofundarea poeticii practicate in anii ’80 
poate duce spre ceva nou. Simptomatice in acest sens sunt si afirmatiile lui Tudor Vianu din 
Generatie si creatie, teoreticianul considerand ca nu rnereu scriitorii tineri au dezvoltat un 
mod original de a crea prin desfiintarea poeticii anterioare. Mai mult, Tudor Vianu vede in 
aceasta opozitie „semnul unei suficiente si a unei impulsivitati barbare, care uita adevarul ca 
cultura omeneasca nu poate fi opera unui singur sir de oameni, ci a unor siruri nesfarsite pe 
linia indefinite a timpului.” 16 Criticul descopera o dovada de imaturitate in atitudinea de 
respingere a traditiei poetice. Nici optzecistii nu s-au format fara rnodele, chiar daca au fost 
poate nu in imediata vecinatate decenala. Pentru ca o opera literara valida din punct de vedere 
estetic sa ia nastere, nu e nevoie de o negare categories a literaturii create anterior. Generatia 
nouazecista a invatat de la generatia optzecista, fara ca acest fapt sa aiba dreptul de a-i 
revendica legitimitatea. Conditia este desigur ca poetica sa fie indreptata spre descoperiri noi. 
Afirmatiile lui Vianu sustin ca operele literare fonneaza un tot organic la care contribuie 
sirurile nesfarsite de oameni. Existenta continua, sau elementul de Dasein cum 1-ar numi 
Heidegger, este conectat de timp, care in acceptiunea lui Vianu, in planul creatiei devine un 
element abstract, imposibil de definit. Traditia confine o structura unitara, la care contribuie o 
infinitate de opere, realizate de sirurile de creatori. De altfel, traditia este privita de Hans- 
Georg Gadamer in opinia lui Terry Eagleton ca avand „o autoritate careia trebuie sa ne 
supunem: nu putem contesta critic aceasta autoritate si nici nu putem specula ca influenta sa 
poate fi altfel decat benefica. Traditia, sustine Gadamer, «are o justificare in afara 
argumentelor rationale)).” 17 Operele scrise inainte de momentul actual au o semnificatie 
deosebita pe scena literara, iar influenta lor se cere a fi respectata. Traditia reprezinta o putere 
pozitiva si nu se supune argumentelor rationale, caci este in afara ratiunii; ea nu depinde de 
aceasta, ci de timp. in acceptiunea teoreticianului, istoria are un caracter de continuitate, iar 
istoria marcheaza spatiul cu ajutorul caruia individul ajunge la o cunoastere de sine 
aprofundata. Asadar, o apropiere de traditia imediata este un factor necesar si nu de 
condamnat. T. S. Eliot considera de asemenea ca este injust ca exegeza sa caute cat mai multe 
puncte de ruptura intre o generatie si cea premergatoare: „Ceea ce ar putea rezulta de aici ar fi 
tendinta de a insista, atunci cand laudam un poet, asupra acelor aspecte ale operei sale care il 
fac sa semene cel mai putin cu oricare alt poet, in aceste aspecte sau laturi ale operei lui 


15 Ibidem, p. 12; 

16 Tudor Vianu, Generatie si creatie ,Editura Universala Alcalay and Co., Bucuresti, 1937, p. 18; 

17 Terry Eagleton, Teoria literara. O introducere, Editura Polirom, Iasi, 2008, p. 93; 
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pretindem a gSsi ceea ce e individual, ceea ce este esentS specified la omul acela. InsistSm cu 
satisfactie asupra diferentei dintre poet si predecesorii lui; in special la predecesorii lui 
imediati ne strSduim sS gSsim ceva care sS poatS fi izolat de rest pentru a fi gustat. Pe cats 
vreme, dacS abordSm un poet fSrS aceastS idee preconceputS, vom descoperi adesea cS nu 
numai cele mai bune, dar si cele rnai personale parti ale operei lui ar putea fi socotite tocmai 
acelea in care poetii dispSruti, predecesorii lui, isi manifests cel mai viguros perenitatea.” 18 
Pentru a avea acces la traditie este nevoie de o muncS asiduS intrucat ea nu poate fi mostenitS, 
ci trebuie cSutatS si asimilatS. „Ea presupune, in primul rand, un simt al istoriei de care, as 
spune, cu greu s-ar putea lipsi cineva pentru a rSmane poet dincolo de varsta de douSzeci si 
cinci de ani; iar simtul istoriei perceperea trecutului nu numai ca trecut, dar si ca prezent;” 19 
Exists o tendintS atunci cand o opera este trecutS prin filtrul evaluSrii, de a incerca aflarea 
noutStii, a elementului care produce o distantare fata de operele anterioare. T. S. Eliot o 
considera o preconceptie, de care ne putem elibera si care poate fi inlocuitS cu o cSutare a 
fragmentelor in care se regSsesc textele precedente. Scriitorul considers cS operele literare au 
o existentS simultanS in timp, si trebuie asimilate cu aceastS constiintS, conform cSreia exists 
un simt al istoriei „care este simtul atemporalului si al temporalului totodatS si, de asemenea, 
al temporalului si al atemporalului in unitatea lor - este ceea ce il face pe un scriitor sS fie 
legat de traditie. Si ceea ce face, totodatS, ca scriitorul sS fie pe deplin constient de locul lui in 
timp, de propria lui contemporaneitate.” 20 O operS care confine ceva nou, original, dar care 
poate in acelasi timp sS-si gSseascS un loc printre operele care fac parte din traditie, schimbS 
ordinea idealS constituitS initial si se integreazS creand o nouS ordine. Un poem care confine 
urme de originalitate dar si toatS poezia scrisS panS atunci constituie un poem viu. 21 Harold 
Bloom, in Anxietatea influentei construieste aceeasi idee, poetul fund individul constrans 
mereu sS se cunoascS pe sine prin alte poeme. Desi e creator el insusi, si poemul se aflS 
inauntrul sSu, gSseste poemele in afara sa, la alti scriitori: „Intrucat poetul e condamnat sS-si 
invete jindul cel mai pro fund prin cunoasterea unor alte euri. Poemul e mlauntrul sSu, si 
totusi el trSieste rusinea si splendoarea de a fi gasit de poeme - de mari poeme - dinafara sa. 
A-ti pierde libertatea in acest centru inseamnS a nu ierta niciodatS si a te invSta pentru 
totdeauna cu frica autonomiei primejduite.” 22 Asadar nu exists poem pur, eliberat de 
influentele celorlalte poeme si dupS cum afirmS si T. S. Eliot, nici nu trebuie sS existe, cSci in 
caz contrar, poemul nu rezistS. Mircea Martin, discutand Anxietatea influentei afinnS cS 
,,In(lucnta e conceputS, de fapt, de Harold Bloom ca intertextualitate activS intr-un sens, 
anxioasS (dar nu mai pu(in activS) in alt sens: ac(iunca ei se dcslasoarS in vecinState 
temporals sau la distan(S) inlSuntrul aceleia§i limbi sau dincolo de frontierele lingvistice.” 23 
Intertextualitatea reprezintS posibilitatea operei de comunicare cu alte opere, inglobandu-le si 


18 

19 

20 
21 
22 
23 


T. S. Eliot, Eseuri alese: critica literara, Editura Humanitas fiction, Bucuresti, 2013, p. 34-35; 
Ibidem, p. 35; 

Ibidem, p. 35; 

Ibidem, p. 38; 

Harold Bloom, Anxietatea influentei: o teorie apoeziei, Editura Paralela 45, Pitesti, 2008, p. 72; 
http://www.romlit.ro/lista_lui_bloom, accesat 10.02.2017; 
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utilizandu-le totodata pentru o mai buna definire proprie. Asadar aceasta anxietate datorata 
faptului ca in textele nouazecistilor se pot identifica textele optzecistilor, nu este un element 
care desfiinteaza legitimitatea unei generatii de sine statatoare. Obiectia poate ca e adusa din 
cauza lipsei trecerii unei perioade suficient de lungi. Modelele nouazecistilor nu sunt insa 
restrinse la cele dezvoltate de optzecism. Pe de alta parte, intertextualitatea, asa cum observa 
Marko Juvan, este adusa pe scena literara de catre Julia Kristeva odata cu aparitia 
postmodernismului. „Owing to postmodern art and aesthetic reflections on it, intertextuality 
and its related notions such as «rewriting», «quotation,» «imiation,» «pastiche,» «simulation,» 
«double coding,» and «palimpsest» penetrated theoretical-scholarly and public discourse.” 24 
Ambele generatii au fost incadrate in paradigma postmodernismului, intertextualitatea hind 
una din trasaturile cheie ale noului curent cultural si intre ambele exista o comunicare cu 
traditia. insusi postmodemismul are o legatura stransa cu traditia deoarece unul din conceptele 
de baza ale creatiei consta in absorbirea operelor scrise si transformarea lor in ceva nou. 
Odata ce au fost confirmate estetic, operele optzecistilor au intrat in traditie, iar regasirea 
acestei traditii in operele nouazecistilor nu ar trebui privita cu suspiciune. 

Largind sfera de semnificatii a conceptului, Nicolae Manolescu crede ca 
„intertextualitatea este indispensabila, fiind una din trasaturile specifice ale poeticului: asa 
cum poezia nu poate fi definita fonnal in absenta prozodiei, ea nu se poate dispensa de 
considerarea intertextualitatii. Ca opera literara, orice poem este totdeauna prozodic si 
intertextual.” 25 Asadar orice poem confine referinte la alte poeme, prin insasi natura sa. Textul 
poetic este deschis comunicarii cu alte opere, aceasta caracteristica fiind necesara pentru 
supravietuirea sa. Prezenta intertextualitatii e implicita intr-un text poetic si devine in acest 
caz un mod de raportare la traditie. in opinia lui Manolescu, nu exista poem fara prezenta 
intertextualitatii. 

Insusi Alexandru Musina, care s-a dedicat unei campanii de negare a nouazecismului 
ca paradigma, intr-un eseu din Poezia teze, ipoteze, explorari, afirma ca imitatia altor opere 
duce poezia spre progres: „Ne definim si prin ceea ce, constient sau nu, admiram si (automat) 
imitam.” 26 Desi in opinia criticului, valoarea unui text literar exista doar in cazul in care 
procesul de imitatie este realizat pe plan international, actiunea de a imita o alta opera in 
sensul de a invata de la ea pentru a dezvolta propriul scris este una extrem de importanta. 
Altfel spus, intoarcerea spre traditie, preluarea unui limbaj artistic de la alte texte pentru a crea 
o scriitura originala este esential pentru ca o opera literara sa reuseasca sa fie confirmata 
estetic. Ca si Eliot, Musina specified cat de semnificativa este alegerea celor pe care autorul ii 
imita caci Eliot sustinea ca traditia este formata doar din acei oameni a caror opera a fost 
confirmata estetic. 

Daca este adevarat ca traditia este mereu prezenta, ca textele comunica intre ele, ca 
scopul unui autor cand se intoarce spre alte scrieri ar trebui sa fie acela de a crea ceva nou, 
atunci asemanarile intre estetica optzecista si cea nouazecista ar putea fi o problema de acest 


24 Marko Juvan, History and Poetics of Intertextuality , Editura Purdue University Press, USA, 2008, p. 83; 

25 Nicolae Manolescu, Despre poezie, Editura Aula, Brasov, 2002, p. 71-72; 

26 Alexandru Musina, Poezia: teze, ipoteze, explorari, Editura Aula, Brasov, 2008, p. 173; 
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tip, cu acea conditie discutata si mai sus ca elementul de originalitate sa existe. Ne propunem 
in cele ce urmeaza sa demonstram ca acest caracter al originalitatii exista in operele 
nouazecistilor, Hind confirmat atat de unii critici cu autoritate literara, cat si de textele 
poetilor. 

In ceea ce priveste originalitatea, Mircea Martin afirma ca nu intelege insistenta 
optzecistilor de a-i ingloba si pe scriitorii nouazecisti: „Nu am fost si nu sunt insa de acord cu 
perspectiva anexionista, asimilatoare a optzecistilor pentru ca, voit sau nevoit, ea neglijeaza 
ori minimalizeaza noutatea literaturii nouazeciste. Daca optzecismul insusi e greu de unificat 
- si chiar lunedismul, nucleul sau dur (sa ne gandim la diferentele evidente intre Ion Stratan, 
de pilda, si Romulus Bucur sau intre Mariana Marin si Calin Vlasie) cu atat mai greu de 
acceptat este asimilarea productiei noului val. Ce ar fi asemanator intre prozele lui Razvan 
Petrescu si cele ale lui Iova sau Craciun? Cu cine, cu care dintre optzecisti seamana Cristian 
Popescu? Dar loan Es. Pop, dar Iustin Panta? Prezenta cotidianului si a autobiograficului in 
textele ambelor promotii: de acord, dar cata deosebire in tratarea lor!” 27 Criticul neaga 
posibilitatea ca noua grupare sa fie asimilata de optzecism. Pentru o buna intelegere a poeticii 
practicate, e necesara o analiza care sa mearga in profunzimile textului. Cand se afirma ca 
lirismul celor doua generatii este asemanator, privirea critica se opreste la suprafata textului, 
pierzandu-se elementele de esenta care ofera individualitate operei. Nouazecistii au incercat ei 
insisi sa se distinga de optzecisti si au enuntat un program in care indicau intentiile poeziei 
create. Estetica nouazecista a fost anuntata de scriitorii nouazecisti, care, cu ajutorul criticului 
Laurentiu Ulici, si-au expus programul in suplimentul revistei Luceafarul, numit semnificativ 
Nouazeci. 

Facand distinctia intre manifest si program literar, Felix Nicolau afirma ca exista o 
politica a literaturii, la fel cum afirma si Terry Eagleton. In timp ce manifestul are o functie de 
persuasiune, fiind profund teoretic, programul este mai limitativ, reprezentand un obiect al 
puterii sociale. „Un manifest literar nu este un program. Chiar si asa, multi sunt cei iritati de 
constrangerile doctrinare ale vreunui manifest ori de imprecizia lui. Se face confuzie intre 
armatura teoretica a manifestului, care are mai degraba o functie conativa (ca sa folosesc un 
termen de lingvistica), de convingere. Predictiv si limitativ este programul. Politic vorbind, 
primul dovedeste «indiferenta politica creatoare» (Morris Janowitz), in timp ce al doilea, ca si 
limba in sine, este un «mediu al dominatiei si puterii sociale» (Jurgen Habermas). Caci, 
bineinteles, exista o politica a literaturii.” 28 Chiar daca exista confuzie de ordin terminologic 
in ceea ce priveste diferenta dintre manifest si program, rolul manifestului, chiar de e sau nu 
insotit de un program este acela de a contesta genul de literatura anterior si crearea unui nou 
stil de a scrie. insa aceasta opozitie nu este conditional de un anumit moment. Ea poate 
aparea in urma unei asimilari a stilului, la finalul procesului de imitatie (cum il numeste 
Alexandru Musina). Asa cum privea si Mircea Martin la procesul de formare a unei noi 


27 Universitas. A fost odatd un cenaclu..., coordonat de Mircea Martin, Editura Muzeul National al Literaturii 
Romane, Bucuresti, 2008, p. 13; 

28 Felix Nicolau, Estetica inumand. De la postmodernism la Facebook, Editura Tracus Arte, Bucuresti, 2013, p. 
113; 
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poetici se poate ajunge prin continuarea unei paradigme si transformarea ei in altceva: „Dar 
chiar persistand in confuzie terminologies, problema de fond este aceeasi: manifestul, insotit 
sau nu de program, practica delimitarea de alte generatii si grupari, contesta si propune ceva 
nou. Cel putin ca intentie. [...] Gloantele oarbe nu sunt excluse: manifeste care nu se verified 
in creatii propriu-zise si raman simple documente de istorie literara.” 29 Una din conditiile 
prinsipale ca manifestul sa devina mai mult decat un document care apartine istoriei literare, 
este sa lie reflectat de creatia literara. Scopul manifestului devine asadar acela de a face 
cunoscute tehnicile care vor fi utilizate in scrierea unei opere. imi propun astfel sa studiez 
punctele pe care manifestul nouazecistilor le anunta, precum si verilicarea lor de catre opera. 
Atentia imi va fi distribuita in principal inspre grupul care a freeventat Cenaclul Universitas, 
deoarece consider ca central poeziei nouazeciste este reprezentat de acesta. 

Criticul care le-a oferit nouazecistilor oportunitatea de a publica un manifest este 
Laurentiu Ulici, iar cel care i-a indrumat spre dezvoltarea unei constiinte poetice a fost Mircea 
Martin. In cadrul cenaclului se vorbea deja de la inceput de o trecere dinspre poetica 
practicata de optzecisti inspre altceva : „Optica noastra diferea uneori si in legatura cu 
optzecistii. Avand o acuta constiinta a noutatii textelor lor sau poate pur si simplu dintr-o 
impacienta a autoafirmarii, unii au vorbit in cenaclu despre «postlunedism» si despre o 
retorica optzecista «deja oficializata». Remarcand caracterul concurential al acestei viziuni am 
incercat sa le inculc tinerilor mei prieteni ideea unei continuitati necesare, a unei continuitati a 
valorilor, dincolo de sacadarea generatiilor.” 30 Mircea Martin s-a straduit, confonn spuselor 
sale, sa domoleasca acest avant al afirmarii care nega poetica optzecista, al tinerilor scriitori si 
a incercat sa ii stimuleze in urmarirea unei continuitati. Insa unul dintre participants la 
cenaclu isi aminteste o stimulare in directia opusa: Iulian Costache afirrna ca „Profesoral 
continua sa ne intrebe mai de liccarc data daca noi credem ca se poate scrie si altfel decat in 
maniera optzecista.” 31 Dincolo de rememorarile diferite, ceea ce ramane de necontestat este 
modul in care scriitorii incercau sa experimenteze o noua poezie, care sa se deosebeasca de 
cea a predecesorilor. Poetii nouazecisti cautau, asa cum ilustreaza loan Es. Pop intr-o proza 
de-a sa, o iesire din vechiul sistem, o iesire din vechea poetica: „Sau e poate o neimplinire de 
alt fel. E poate unul care, pana acum, n-a fost primit, pentra a se naste, de catre nici un 
pantece femeiesc. Poate ca cel ce sade acum in pantecele din perete s-a straduit de generatii sa 
se nasca: isi doreste nasterea cu orice pret.” 32 Exprimarea metaforica releva sensul unei 
nasteri poetice, o nastere in libertate care sa se manifeste in modul ales. 

in cateva din articolele din rabrica dinastia caragiale semnat de redactia Nouazeci, 
scriitorii anunta caracteristicile care fac din poezia nouazecista una originala: „literatura 
reevalueaza genurile minore. Publicistica de zi cu zi reflecta mai direct realitatea, deci 


29 Ibidem, p. 113-114; 

30 Universitas. A fost odatd un cenaclu..., coordonat de Mircea Martin, Editura Muzeul National al Literaturii 
Romane, Bucuresti, 2008, p. 203; 

31 Ibidem, p. 153; 

32 loan Es. Pop, Doud figuri si Glossa in Nouazeci, nr. 11, martie 1993, p. 6; 
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optiunea pentru o literaturizare a publicisticii este absolut fireasca.” 33 Poezia cultiva un limbaj 
comun textelor publicitare, deoarece este considerat ca fiind stilul cel mai apropiat de 
realitate, iar nouazecistii isi doresc o poezie care sa exprime realitatea necontrafacuta, in care 
existenta se desfasoara in ritmul ei propriu. Este realizata o legatura intre epoca sociala si 
constiinta poetica: „insusi spiritul timpului obliga la o percepere acuta a cotidianului. 
Literatura, in acest context, n-o putem intelege decat ca o transcriere directa a realitatilor. (nu 
neaparat a Realitatii).” 34 Realitatea cuprinde mai multe realitati care se vor explorate de catre 
scriitorii nouazecisti intr-un mod autentic. Dupa revolutia din 1989, toata lumea astepta marea 
schimbare, care insa intarzia sa apara. Dezamagirile care au urmat au fost simtite acut, poezia 
voindu-se una la fel de intensa. 

Traditia literara de la care se revendica nouazecistii ii cuprinde pe autorii care practica 
o poezie tranzitiva, in consens cu teoretizarea lirismului lor., Jn acest fel este lesne explicabila 
afinitatea noastra pentru modalitati literare de gen Radu Cosasu, Mircea Ivanescu sau Marin 
Sorescu din poemele epice, precum si lipsa de aderenta la formule estetice de tip Ana 
Blandiana, Ion Stratan, sau Nichita Stanescu. [...] Preferam, in locul patetismului, atat 
comicul in stare pura, cat si sarcasmul si autoironia. Cautam, de fapt, acea tensiune inalta a 
literaturii care sublimeaza tragicul cu comicul in expresia plina de forta a valorii estetice.” 35 
Mijloacele pe care le utilizeaza textele nouazeciste sunt parodia si comicul, care iau locul 
tragicului. Chiar si subzistenta tragicului este mascata de comic, cum se intampla de exemplu 
in poezia lui Cristian Popescu: „Si adormitul a strans visul in brate, 1-a mangaiat, se simtea 
bine, dar in zori, vezi, nu s-a mai trezit si a ramas visul inchis acolo in el in loc de suflet... Asa 
si cu tine: nu stiu cum le rnangai, nu stiu cum le strangi in brate ca raman visele in tine si dupa 
ce te trezesti, isi pierd saracele capul si nu mai vor sa piece.” 36 (poem vorbit II de la un editor) 
Masca purtata de moarte are un rol initial de infrumusetare, transfonnandu-se in final intr-o 
masca comica ce stameste insa nu un ras hazliu, ci unul grotesc. O alta caracteristica a poeziei 
din programul sernnat de nouazecisti este, in fonnula criticului Laurentiu Ulici, radicalismul 
moral, care reprezinta o sinceritate dusa pana in punctul final: „Radicalismul moral inseamna, 
in primul rand, lipsa de inhibitie. Ni s-a sugerat, in ultima vreme, de catre unele zone ale vietii 
literare, ca ar fi bine, daca nu avem, in genere, nici o inhibitie, atunci sa ne inventam cateva. 
[...] Sa ne intelegem: radicalismul moral nu inseamna in niciun caz eticism, nu inseamna 
valorizarea literaturii pe puteri etice, politice etc., si nu depinde de diferenta intre opinile 
politice ale unuia sau ale altuia.” 37 Radicalismul moral nu are scmnificatii legate de impartirea 
literaturii in functie de politica sau social, ci se raporteaza la renuntarea la inhibitii, la un 
discurs care a iesit de sub cenzura si e liber sa se manifeste. Ceea ce isi propun scriitorii 
nouazecisti este o denuntare fatisa a non-valorilor, revoltarea fata de prostia in fata careia 
pana la revolutia din 1989 au trebuit sa isi apiece capul. In opinia lor, „radicalismul moral 


33 Dinastia Caragiale, in Noudzeci, nr. 11, martie 1993, p. 3; 

34 Ibidem, p. 3; 

35 Ibidem, p. 3; 

36 Cristian Popescu, Opere I, Editura Tracus Arte, Bucuresti, 2015, p. 83; 

37 Dinastia Caragiale, in Noudzeci, nr. 11, martie 1993, p. 3; 
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inseamna: demascarea demagogiei, a oportunismului, a prostiei si a nonvalorii, indiferent de 
«prestigiul» persoanei in sanul careia ar salaslui aceste nobile trasaturi: si, pe de alta parte, 
afirmarea dezinhibata a valorii pe orice baricade pe care am intalni-o. [...] Probabil ca toate 
acestea nu vor fi usor acceptate de catre carmacii vietii literare de la noi, prea indelunga Hind 
exersarea d-lor in astfel de chestiuni. Dar nici noua nu ni se va putea irnpune obedienta, fata 
de nimic si fata de nimeni.” 38 Dorinta nouazecistilor este o poezie in care nimic sa nu mai 
pacaleasca; totul trebuie sa fie la vedere, transparent. De asemenea, este necesar ca existenta 
valorilor false sa fie data la iveala, iar adevaratele valori se vor a fi scoase in evidenta, fiind 
ilustrat de asemenea faptul ca acestea se pot regasi in orice arie. Este declarata de asemenea 
libertatea absoluta a exprimarii, lipsa constrangerii in scrierea poeziei. 

Criticul Michael S. Roth, discutand la un curs despre opera lui Flaubert, Madame 
Bovary, accentueaza ca in opinia autorului, realizarea si asumarea evenimentelor istorice 
determina o retragere spre arta: „For Flaubert, when you wake up to history, you realize you 
should retreat to art. Get rid of your illusions and go to art, go to aesthetics and a great 
example of that is, Madame Bovary”. 39 Singurul mod in care individul scapa de sub 
stapanirea iluziilor, este acela de a se retrage in arta. Madame Bovary este si un roman despre 
deziluzionare, iar solutia autorului la finalul procesului de dezamagire si de pierdere a acestor 
inchipuiri este incercarea de scriere a frazelor perfecte. Creatia este spatiul in care trebuie ca 
individul sa ajunga odata ce renunta la iluzii. Flaubert considera ca iluzionarea este o forma 
de prostie, iar combaterea prostiei nu poate fi realizata decat prin arta. Ceea ce este interesant 
e faptul ca nouazecistii declara aceeasi lupta impotriva prostiei, si aceeasi solutie de a o face 
prin arta. Ca raspuns la o scrisoare a lui Dumitru Tepeneag care transmite admiratia sa pentru 
gruparea nouazecista considerandu-i pe membrii sai nonconformist^ raspunsul lui Catalin 
Tirlea vine ca o reconfigurare a acestui nonconformism: „D. Tepeneag ne gaseste non¬ 
conformist!. Cred ca are dreptate, in fond desi eu nu sunt chiar de acord cu termenul. Non- 
conformismul are in el ceva gratuit, un soi de raspar fie si in lipsa argumentelor. Pe noi ne 
enerveaza prostia, si daca reactia la prostie este un semn de non-conformism, atunci da, 
suntem non-conformisti.” 40 Consider ca poezia nouazecista vizeaza acelasi lucru, cu cateva 
diferente. Poetii nu mai cauta sa evadeze intr-o realitate care sa-i protejeze de un sistem 
politic nedrept, vor sa renunte in poezie la iluzii si sa demaste realitatea cu ceea ce are ea 
vicios. Dupa revolutie, oamenii s-au trezit in fata unei istorii care-i zdrobea, care trebuia 
indreptata pe un alt drum, iar reactia poetilor este sa se retraga in arta nu pentru a se ascunde, 
ci pentru a reactiona. Eugen Negrici analizeaza aceste iluzii in studiul sau Iluziile literaturii 
romane : „Si, de parca nu ar fi fost de ajuns, in ultimele decenii ale national-socialismului 
ceausist a devenit vizibil felul cum poate fi provocata, demagogic, reactivarea mitului patriei 
primejduite prin serviciile de propaganda si cum poate fi controlat si dirijat procesul infestarii 
constiintei colective (prin scoala, invatamant ideologic, armata, presa, cenacluri itinerante, 


38 Ibidem, p. 3; 

39 https://www.coursera.org/leam/modem-postmodem-l/lecture/bpr4r/modernism-and-art-for-arts-sake-i , accesat 

1.02.2017; 

40 Catalin Tirlea, Scrisoare de la Dumitru Tepeneag, in Nouazeci, nr. 13, iunie, 1993, p.3; 
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televiziune etc.).” 41 Toate iluziile care lansau stari de anxietate, de panica, de ingrijorare sau 
de neliniste au fost utilizate pentru a tine populatia sub control. Manipularea se desfasura prin 
intermediul tuturor categoriilor sociale. Insa odata cu revolutia care a dus la caderea 
comunismului, se simte nevoia unei schimbari in poezie; crearea unei lirici care sa rezoneze 
cu ceea ce se petrece in universul imediat. Asa cum arta si intoarcerea spre estetica reprezinta 
armele lui Flaubert, la fel si reflectarea realitatii in opere si dezbararea societatii de iluzii 
reprezinta instrumentele cu care opereaza scriitorii nouazecisti. Prin expunerea anumitor 
obiceiuri, credinte sau practici, scriitorii isi arata dezacordul si dorinta de schimbare. Si asa 
cum promit, gasesc punctele nocive ale societatii si le expun. intr-unul din textele din 
suplimentul Nouazeci, este expusa conditia modesta a scriitorilor. Catalin Tirlea denunta lipsa 
unei rasplate financiare a muncii lor: „In fond, ce sa faca scriitorul cu banii?! El e asa, un fel 
de giumbusluc, un caprit al societatii, un clovn intors pe dos, care enerveaza si intristeaza, in 
loc sa inveseleasca. Ce nevoie sa aiba ea, ditamai societatea, de un amarat de scriitor? Nici o 
nevoie!” 42 Ironia monopolizeaza textul, mesajul ascunzand factorul tragic care defineste 
situatia scriitorului in societatea contemporana a anilor ’90. Autorii nouazecisti erau 
preocupati de prezentarea realitatii atat in poezie cat si in articole. Erau implicati in politica si 
in viata sociala, liind interesati de ceea ce se petrecea in jurul lor. Bine ancorati in realitate, ei 
incearca sa aduca in fata cititorilor autenticul evenimentelor. De exemplu, o alta critica adusa 
de Catalin Tirlea este indreptata in directia nationalismului dus spre extreme atat in Romania, 
cat si in Europa. Scriitorul vede constiinta apartenentei etnice ca fiind contorsionata si esuata 
intr-un nationalism daunator. Cele doua cauze ale aparitiei nationalismului sunt pe de-o parte 
lipsa de cultura la care a fost supusa populatia in timpul perioadei ceausiste si fascinatia 
confortului populara in vest, iar pe de alta parte alterarea constiintei etnice , prin discreditarea 
ei de catre comunisti in partea estica a Europei si prin aparitia dezinteresului fata de problema 
etnica in vest din cauza unei cvasiegalitati a standardului de vz'a/d. 4 ’Asadar, implicarea 
scriitorilor era realizata atat la nivel national, cat si international. 

in articolul Singuratatea Ideologica, Cristian Popescu vorbeste despre daunele 
regimului comunist asupra individului. Sinele este inabusit, si chiar daca nu adopta credintele 
comuniste, ignorand ideile promovate de regim, individul se simte depersonalizat, si ca 
urmare incearca deznadajduit sa se reconstruiasca: „Toata tineretea (pana la 30 de ani) traita 
sub pseudo-comunisti. Spun «pseudo-» pentru ca aceasta perioada din viata mi-a fost marcata 
de formalismul absolut din jur. Nimeni din familia mea, nici unul din prietenii mei, nici unul 
din profesori nu credeau in morala comunista, in realizarile economiei comuniste, in ideile de 
filosofie comunista a istoriei. [...] Moral, ideatic si practic, caracterizant pentru perioada 
tineretii mele a fost chiulul social. [...] Dar foarte multi am chiulit si de la noi insine, de la 
propriile noastre intrebari si solutii. (Si ma refer in primul rand la raportul creativ dintre 
individ si lumea in care el traieste.)” 44 Desi notiunile comunistilor nu erau asimilate, acestea 


41 Eugen Negrici, Iluziile literaturii romdne, Editura Cartea Romaneasca, Bucuresti, 2008, p. 77; 

42 Catalin Tirlea, dinastia caragiale, Banii si literature, in Nouazeci, nr. 12, aprilie 1993, p. 1; 

43 Catalin Tirlea, dinastia caragiale, Criza de proiect, in Nouazeci, nr. 13, iunie, 1993, p. 1; 

44 Cristian Popescu, Singuratatea ideologica, dinastia caragiale in Nouazeci, nr. 13, iunie, 1993, p. 1; 
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interferau cu procesul de creatie. Realitatea nu putea fi exploratS in poeme intr-un mod 
autentic. DupS revolutie lucrurile se schimbS dar in acelasi timp rSman aceleasi. Cristian 
Popescu simte o izolare a celor care credeau in schimbSrile care urmau sS vinS dupa 
comunism. „Cred cS generatia mea este pur si simplu condamnatS la singuratate ideologica, 
la o ideologic a turnului de Hides! Ce sa te atragS din spectacolul politic romanesc de dupa 
’89? Neo-comunismul, noul legionarism?! Politicianismul meschin care caracterizeazS orice 
«culoare» parlamentarS?! Te pot atrage anumite personalitSti, dar oglinda societStii romanesti 
a ramas tot o oglinda de balci, deformantS. Tot singuri am rSmas fata de Romania si - in ceea 
ce mS priveste - nu intrevSd posibilitSti viitoare de-a fi socialmente - roman, pe cat sunt de 
Cristian Popescu.” 45 Ceea ce rSmane actual este cSutarea unei schimbSri care sa tinS de 
esentS, nu doar de forma. Ceea ce este numit progres, e de fapt o forma goals, de suprafatS, iar 
Cristian Popescu are un simt acut al istoriei care ii permite sa vizualizeze situatia reala in care 
se gSseste societatea. Poezia generatiei 90 incearcS sa demaste aceastS forma goala, iar titlul 
dinastia caragiale este unul sugestiv in acest sens, intr-o scrisoare adresatS lui CStSlin Tirlea 
de cStre Dumitru Tepeneag, acesta din urmS ii spune ca admirS particularitStile pariului 
caragialian. Ce implied acest pariu? „diferenta exprimatS prin bSscSlie. A lua totul in 
deradere. Politetea disperSrii dusS panS la capSt. A lua totul in bascalie si in special ideile 
dominante ale momentului. A scoate limba la idoli. A da cu tifla sfintilor, consacratilor, 
autoritatilor etc.” 46 Recuperarea lui Caragiale este importanta intrucat ea aduce toate aceste 
semnificatii ale jocului serios. Arma cea mai buna impotriva tragicului este rasul, ironia, 
bascalia. 

Cand vine vorba de o afirmare a unei noi generatii, Catalin Tirlea neaga orice relatie 
cu generatia 80, argumentul lui principal fund acela ca scriitorii nouazecisti nu incearca sa 
formeze o generatie. „Eu nu-i inteleg pe cei care se incapataneaza sa stabileasca o relatie intre 
promotiile literare ’80 si ’90, astazi! Indiferent ca aceasta relatie este una de opozitie, de 
continuitate sau de identitate, ea ramane o relatie aberanta.” 47 Insa Cristian Popescu, in 
articolul-program scris in 1990, sustine despartirea de perioada culturala precedents, intrucat 
„Pentru generatia noastra nu s-a mai pus, astfel, problema «comertului» cu cenzura si cu 
intregul sistem coercitiv la care era supusa literatura pentru a putea deveni, sub forma de 
carte, un obiect social.” 48 

In ceea ce priveste descrierea suplimentului revistei Luceqfarul, „Nouazeci, ca revista, 
incearca sa fie o fateta a spiritului literar al acestei decade, asa cum apare el unui grup de 
scriitori de varste diferite, dar cu allnitati literare comune si care traiesc si scriu in 
simultaneitate temporala.” 49 La fel ca in poezie, revista doreste sa aiba rolul unei oglinzi care 
reflects realitatea, fSrS dorinta de a o ascunde sau deforma in vreun fel. Transparent, imitarea 
realitStii asa cum este, au nevoie de un limbaj ale cSrui sensuri sS nu fie constranse. Iar 


45 Ibidem, p. 1; 

46 Catalin Tirlea, Scrisoare de la Dumitru Tepeneag, in Noudzeci, nr. 13, iunie, 1993, p.3; 

47 Catalin Tirlea, Un spirit al decadei, dinastia caragiale in Nouazeci, nr. 14, iunie 1993, p. 1; 

48 Cristian Popescu, Un punct de plecare, in Noudzeci, nr. 1, noiembrie 1990, p. 1; 

49 Cristian Popescu, Un spirit al decadei , in Noudzeci, nr. 15, iulie 1993, p. 1; 
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schimbarea adusS de cSderea comunismului este tocmai aceastS libertate a limbajului, de care 
poetii au nevoie pentru a exprima in poezie adevarurile tari. 

Modul in care se raporteazS acest tip de poem la realitate a fost discutat de Lubomir 
Dolezel in studiul sSu Poetica occidentala. Teoreticianul pomeste de la o observatie 
dezvoltatS de Roman Jakobson, in care afirma accesibilitatea artei reprezentationale. Reactia 
oamenilor la picturi abstracte este una de respingere, numitS violenta de Jakobson, pe cand 
picturile concrete, care au o imagine accesibilS, conform realitStii, sunt primite cu detasare. 
Nu acelasi lucru se petrece cu muzica, la care Jakobson constatS cS oamenii reactioneazS fSrS 
sS se intrebe ce reprezintS o melodie sau alta: „«In istoria lumii, de putine ori oamenii s-au 
intristat si s-au intrebat: «Ce aspect al realitatii reprezinta oare cutare sau cutare sonata de 
Mozart sau de Chopin?»” 5() Pe urmele lui Jakobson, Lubomir Dolezel face distinctia intre 
semnele auditive si cele vizuale, intre care exists un contrast tipologic: „In timp ce semnele 
vizuale au o tendintS putemicS de a fi «rcilicatc», adicS de a fi interpretate ca reprezentSri ale 
lucrurilor si fiintelor, semnele auditive sunt sisteme «artificiale», non-reprezentationale.” 51 
Cum poemul este in principal un sistem de semne vizuale, imitatia realitatii ll transforma 
asadar, intr-un element apropiat publicului. Abordand teoria dezvoltata de Mukarovsky, 
Dolezel face referire la textele literare: „in teoria lui Mukarovsky, referinta nu lipseste din 
textele literare; mai curand, se poate vorbi de o dublS referinta, una particulars si alta 
universalS: «Opera de arts ca semn este fundamental pe o tensiune dialectics intre douS 
tipuri de legSturi cu realitatea: o legSturS cu realitatea concretS la care se face referire direct si 
o legatura cu realitatea in general))”. 52 Opera literarS confine doua tipuri de referinta la 
realitate: prima ar fi relatia cu lumea concreta, iar a doua cu realitatea universala. 
Teoreticianul discuta despre fiecare in parte; primul tip de relatie este gandit ca specific 
prozei, specific naratiunii. Insa poezia nouazecista nu mai este lirica, si nici putemic stilizata: 
„Referinta particulars pe care semnul literar o are in comun cu semnul verbal neliterar (limba 
obisnuita) este limitata la genurile literare «tematice», in special la naratiuni; numai textele de 
acest gen se refera la «o realitate precisa, de exemplu, la un eveniment concret, la un anumit 
personaj etc.»” 53 Poezia prozaica practicata de nouazecisti inglobeaza acest tip de lume, o 
realitate concreta, cu care individul poate realiza conexiuni mult mai usor. 

Referindu-se la cel de-al doilea mod, si anume modul in care textul reflects realitatea 
universalS, teoreticianul afirmS cS in ceea ce priveste realitatea universalS, Mukarovsky 
devine vag, nereusind sS clarifice problematica, desi ii oferS un spatiu destins: „Intr-o 
formulare generals de mai tarziu, Mukarovsky aratS cS «textul nu «inseamnS» acea realitate 
care inglobeazS tema ei imediatS, ci multimea tuturor realitStilor, universul ca intreg, sau - 
mai exact - intreaga experientS existentialS a autorului sau a receptorului»”. A doua teorie se 
referS la capacitatea poemului de a ingloba intreaga realitate, compusS din realitatea 
experientelor si credintelor autorului sau ale lectorului. Poemul devine in acest caz un univers 


50 Lubomir Dolezel, Poetica occidentala. Traditie siprogres, Editura Univers, Bucuresti, 1998, p. 162; 

51 Ibidem, p. 162-163; 

52 Ibidem, p. 163; 

53 Ibidem, p. 163; 
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infinit in sine, care confine informatii nenumSrate, teme multiple, pe care inconstientul 
individului le dispune. Teoria aceasta transforma poemul intr-un purtStor de date inconstiente, 
si devine o legSturS cu rnodul in care descrie Jung inconstientul colectiv: „Inconstientul 
colectiv este, spre deosebire de inconstientul individual, o achizitie filogeneticS. Aici se 
concentreazS nu experienta individuals, ci experienta speciei. De aceea inconstientul colectiv 
este un inconstient supraindividual, dimensiunea inconstientS universalS.” 54 Desi a dezvoltat 
teoria pe larg, Dolezel afirmS cS „PanS la urmS s-a dovedit cS incercSrile repetate ale lui 
Mukarovsky de a delimita conceptul de «referintS universalS» nu s-au soldat cu succesul 
dorit; ideea a rSmas prea vastS, nedefinitS si nu a fost introdusS intr-un cadru teoretic”. 55 
Asadar tipul de poem practicat de nouSzecisti inglobeazS, conform teoriei lui Mukarovsky 
douS feluri de realitSti: cea reala, concretS si cea universala, inconstienta. 

Pe de altS parte, aceasta tehnicS de a exprima cat mai fidel realitatea este extinsS la arts 
in general dupS anii 90. Artista Liviana Dan publics un poem manifest in Euphorion in 1990 
care descrie exact relatia poemului cu realitatea si dorinta artistului in general de a produce 
arta ca armS impotriva sistemului: „logicS misterioasS care mai satisface pe cate cineva / 
teama ca putern misca numai in situatii obisnuite / complexul fata de putere / disolutia formei 
= disolutia vointei / artistii sunt intr-o corespondents specials cu realitatea / avem arts pentru 
ca realitatea sS nu ne ucidS” 56 

Toate aceste trSsSturi ale nouSzecismului, care pot fi regSsite in poezia practicatS, 
imitarea realitStii asa cum este, tinderea spre o poezie a socialului, autenticitatea, demascarea 
prostiei si a imoralitStii prin mijloace ironice, incercarea de reconstrui propriul sine, libertatea 
retoricii, limbajul simplu, lipsit de metaforS sau alte figuri de stil al cSror rol este 
impopotonarea textului, experimentul, sunt specifice si curentului postmodern in care poate fi 
incadrat. SimptomaticS din acest punct de vedere este opinia lui Mircea CSrtSrescu, care desi 
afirmS cS generatia 90 nu este de fapt o generatie 57 , Hind o poeticS ce continuS estetica 
optzecistS, el distinge intre practicarea unui lirism specific unui postmodernism soft practicat 
de optzecisti, si practicarea postmodernismului hard, specific nouSzecistilor. 58 Una din 
caracteristicile postmodernismului, valabilS si pentru poezia nouSzecistilor este confonn lui 
Fredric Jameson, the waning of affect, care aduce cu el „The end of the bourgeois ego, or 
monad, no doubt brings with it the end of the psychopathologies of that ego - what I have 
been calling the waning of affect. But it means the end of much more - the end, for example, 
of style, in the sense of the unique and the personal, the end of the distinctive individual brush 
stroke (as symbolized by the emergent primacy of mechanical reproduction).” 59 Conceptul de 
waning of affect reprezintS o domolire a emotiilor la nivel textual si aduce cu ea o importantS 
scSzutS a stilului, o lipsS a dominatiei amprentelor individual. Poezia nouSzecistilor este 


54 https://www.slideshare.net/carmenionescu/carl-gustav-iung-in-lumea-arhetipurilor , accesat 20.01.2017; 

55 Lubomir Dolezel, Poetica occidentald. Traditie si progres, Editura Univers, Bucuresti, 1998, p. 163; 

56 Liviana Dan, Sibiu, 7 zile, iulie, 1986, in Euphorion, Anul I, nr. I, Aprilie, 1990; 

57 Mircea Cartarescu, Postmodernismul romanesc, Editura Humanitas, Bucuresti, 2010, p. 462; 

58 Ibidem, p. 372; 

59 Fredric Jameson, Postmodernism, or, The Cultural Logic of Late Capitalism, Duke University Press, Durham, 
USA, 2001, p. 15; 
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familiarizatS cu aceastS tehnicS, practicand-o fSrS rezerve, si transformand poetica creatS intr- 
una aparent calma. 

in concluzie, poezia nouSzecistS are un manifest in care sunt specificate cu claritate 
intentiile ei, care le depSsesc pe cele optzeciste. Textele devin libere de constrangeri, reflects 
realitatea, sau, cu o expresie a lui Mircea Martin, textele alunga poemul din poem. 
Autenticitatea si anticalofilia devin trSsSturi cheie, iar reflectarea realitStii este un proces 
netrucat. Discursul este aluvionar, specific vorbirii cotidiene. Poemele lui Andrei Bodiu, 
Cristian Popescu, loan Es. Pop, Iustin Panta, seamSnS cu intrSrile dintr-un jurnal, in care 
intimitatea si autoironia coexists. 

Ceea ce isi propune poetica practicatS de scriitorii care au reusit sS se afirme dupS 
1990 este sa destabilizeze sistemele-impostoare intr-o societate normals. In spatele textelor cu 
un stil aparent indiferent, se poate observa furia specifics individului revoltat. Cu aceste texte, 
autorii due de fapt o luptS impotriva realitatii, prin reflectarea ei, as a cum este. Asadar, in 
textele nouSzecistilor, este prezentS in spatele acestei domoliri a emotiilor, descrisS de Fredric 
Jameson ca the waning of affect, o furie gata sa izbucneascS. Ea care poate fi perceputS 
dincolo de stilul temperat desi e ascunsS in spatele autoironiei sau ironiei si este exprimatS cu 
intensitate prin expunerea durerii in fata pierderii identitStii: „Si capul nostru si mainile 
noastre sunt / inchise sunt legate / nu se vede nimic. / nimic / Sunt aici aici aici / suntern pusi 
unul langS altul / ne invartim in cere / ne invartim in cere / simtim cSldura si firigul si ploaia si 
ninsoarea / si ploaia si caldura si ninsoarea si firigul / atat / ataf’ 60 (Epilog) Poemul lui Andrei 
Bodiu reda un cere vicios, in care individul se simte neputincios. Tensiunea provocata de 
durere nu dispare, doar ordinea in care apar senzatiile. Forma este una speficic 
postmodernists, oferind impresia de usurinta, sau cum spune Fredric Jameson, de 
superficialitate: „The first and most evident is the emergence of a new kind of flatness or 
depthlessness, a new kind of superficiality in the most literal sense, perhaps the supreme 
formal feature of all the postmodernisms”. 61 Poemul prezinta o lume in care nu dispare 
niciodata cautarea unui mod de a reface sinele pus in primejdie, dar de asemenea este modul 
prin care realitatea este deconspirata. 

Pe de alta parte, poezia nouazecista e un tip de text hiperconstient de valorile 
promovate. Odata cu revolutia din 1989, s-a realizat o trecere la libertatea de expresie, pe care 
poetii si-au asumat-o, experimentand-o in diverse forme. In articolul Poezia, azi?, Iulian 
Boldea afirma ca experimentul devine atat de important, meat reprezinta o forma de viata si 
constituie optiunea fundamentals a postmodernilor romani: scriitorul se aflS „intre viatS si 
text, cu alte cuvinte, nu exists separatie fatalS, nu se mai interpune o falie de netrecut. Textul e 
trSit cu nedisimulatS fervoare, dupS cum viata e fictionalizatS, rescrisS de constiinta 
postmodernS, o constiintS de o luciditate extrem de disponibilS, dar relativizatS in acelasi timp 


60 Andrei Bodiu, Epilog in Oameni obosifi, Poeme alese de Claudiu Komartin , Editura Cartier, Chisinau, 2016, 
p. 25; 

61 Fredric Jameson, Postmodernism, or, The Cultural Logic of Late Capitalism, Duke University Press, Durham, 
USA, 2001, p. 9; 
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de ironie si impuls parodic.” 62 Cu alte cuvinte, asa cum scriau nouazecistii in Nouazeci, textul 
va fi subsumat existentei si scopul sau va li sa serveasca unei cunoasteri de sine. Cum sinele 
individului este deconstruit in urma experientei traumatizante din perioada regimului ceausist, 
viata devine mai importanta decat literatura, aceasta din urma devenindu-i subordonata cu 
rolul unic de a incerca sa reintregeasca Uinta. 

Bibliografie: 

Opere poetice: 

1. Bodiu, Andrei, Oameni obositi; Poeme alese de Claudiu Komartin, Editura Cartier, 
Chisinau, 2016; 

2. Nimigean, O., Nu-ti garanteaza nimeni nimic, Casa de Editura Max Blecher, Bistrita, 
2014; 

3. Pop, loan Es., Ieudulfara iesire, Editura Casa de pariuri literare, Cluj-Napoca, 2015; 

4. Popescu, Cristian, Opere I, Familia Popescu, Editura Tracus Arte, Bucuresti, 2015; 

5. Popescu, Cristian, Opere II, Arta Popescu, Editura Tracus Arte, Bucuresti, 2016; 

Publicistica: 

1. Euphorion, Anul I, nr. I, Aprilie, 1990; 

2. Euphorion , Anul XIV, nr. 1-2 / ianuarie - februarie, 2003; 

3. Nouazeci, nr. 1, noiembrie, 1990; 

4. Nouazeci , nr. 11, martie, 1993; 

5. Nouazeci, nr. 12, aprilie, 1993; 

6. Nouazeci, nr. 13, iunie, 1993; 

7. Nouazeci, nr. 14, iunie, 1993; 

8. Nouazeci, nr. 15, iulie, 1993; 

Opere critice: 

1. Bloom, Harold, Anxietatea influentei: o teorie a peoziei, Editura Paralela 45, Pitesti, 
2008; 

2. Cartarescu, Mircea, Postmodernismul romanesc, Editura Humanitas, Bucuresti, 2010; 

3. Dolezel, Lubomir, Poetica occidentala. Traditie si progres, Editura Univers, 
Bucuresti, 1998; 

4. Eagleton, Terry, Teoria literara. O introducere, Editura Polirom, Iasi, 2008; 

5. Eliot, T. S., Eseuri alese: critica literara, Editura Humanitas Fiction, Bucuresti, 2013; 

6. Jameson, Fredric, Postmodernism, or, The Cultured Logic of Late Capitalism, Duke 
University Press, Durham, USA, 2001; 


62 Iulian Boldea, Poezia, azi?, in Euphorion , Anul XIV. nr. 1-2 / ianuarie - februarie, 2003, p. 8. 






723 


Iulian Boldea, Cornel Sigmirean (Editors) 

MULTICULTURAL REPRESENTATIONS. Literature and Discourse as Forms of Dialogue 
Arhipelag XXI Press, Tirgu Mures, 2016 
ISBN: 978-606-8624-16-7 
Section: Literature 


7. Juvan, Marko, History and Poetics of Intertextuality, Purdue University Press, USA, 
2008; 

8. Manolescu, Nicolae, Despre poezie, Editura Aula, Brasov, 2002; 

9. Manolescu, Nicolae, Istoria critica a literaturii romane. Cinci secole de literatura, 
Editura Paralela 45, Pitesti, 2008; 

10. Martin, Mircea, Radicalitate si Nnanta, Editura Tracus Arte, Bucuresti, 2015; 

11. Martin, Mircea (coordonator), Universitas. A fast odata un cenaclu..., Editura Muzeul 
National al Literaturii Romane, Bucuresti, 2008; 

12. Mocuta, Gheorghe, Printre nouazecisti. Profd de etapa , Editura Tracus Arte, 
Bucuresti, 2013; 

13. Musina, Alexandru, Poezia: teze, ipoteze, explordri, Editura Aula, Brasov, 2008; 

14. Negrici, Eugen, Iluziile literaturii romane, Editura Cartea Romaneasca, Bucuresti, 
2008; 

15. Nicolau, Felix, Estetica inumana. De la postmodernism la Facebook, Editura Tracus 
Arte, Bucuresti, 2008; 

16. Puia-Dumitrescu, Daniel, O istorie a Cenaclului de Luni, Editura Cartea Romaneasca, 
Bucuresti, 2015; 

17. Vianu, Tudor, Generatie si creatie, Editura Alcalay & Co., Bucuresti, 1937; 


Surse web: 

1. https://www.coursera.org/learn/modern-postmodem-l/lecture/bpr4r/modernism-and- 

art-for-arts-sake-i , accesat 1.02.2017; 

2. http://www.romlit.ro/lista_lui_bloom, accesat 10.02.2017; 

3. https://www.slideshare.net/carmenionescu/carl-gustav-iung-in-lumea-arhetipurilor , 

accesat 20.01.2017. 







724 


Iulian Boldea, Cornel Sigmirean (Editors) 

MULTICULTURAL REPRESENTATIONS. Literature and Discourse as Forms of Dialogue 
Arhipelag XXI Press, Tirgu Mures, 2016 
ISBN: 978-606-8624-16-7 
Section: Literature 


THE FIRST SYMBOLIST FLOWERS OF ROMANIAN POETRY 
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Scopul principal al acestei lucrari este acela de a analiza implicatiile simbolice 
ale imaginarului floral in poeziile lui Alexandru Macedonski, Traian Demetrescu si Stefan 
Petica. Mai exact, acest studiu aduce in discutie (re)semnificatia florala din poeziile celor 
amintiti mai sus in contextul curentului simbolist in care sunt incadrati. 

Simbolistii au adus o noua modalitate de abordare si intelegere a lumii care 
viza substantialitatea si esentialitatea, introdusa prin Baudelaire, in viziunea poetului, natura 
se constituia ca o „padure de simboluri”, ca un „dictionar enorrn”, intregul univers vizibil 
nefiind decat „un magazin de imagini si seinne”, care trebuiau decodate pentru a-si revela 
esenta, sensurile si semnificatiile ascunse. 1 Modalitatea de realizare a transpunerii naturii si 
elementelor naturii in simboluri se face prin intennediul principiului corespondentelor poetice 
introdus de Baudelaire in poemele Corespunderi, acestea desemnand existenta unor 
echivalente la diverse structuri ale lumii, in diverse straturi ale realului si existentului. 
Baudelaire a pus in circulate ideea figurarii noniluzioniste, cautand sa detaseze „sunetele” si 
mai ales „culorile” si „parfumurile” de ideea de „reprezentare”: „culoarea..gandeste prin ea 
insasi, in mod independent de obiectele pe care le imbraca”. 2 Prin analogii sunt exprimate 
echivalentele care se stabilesc intre o anumita stare psihologica a poetului si un element 
corespunzator din natura. In lucrarea de fata ma voi referi mai ales la corespondentele dintre 
senzatii in care unei flori ii corespunde o anumita culoare, parfum, sau care trimite spre un 
anumit tip de traire poetica, ce releva anumite stari sufletesti. Voi incerva sa analizez daca o 
floare anume le creeaza aceeasi stare/ tip de traire poetilor amintiti mai sus si care ar ti 
asemanarile si deosebirile dintre reveriile provocate de ele. 

in primul rand trebuie analizat mai profund deschiderile pe care 
corespondentele le provoaca, deschideri spre o „suprarealitate”, dupa cum afirma Baudelaire, 
in care cuvantul poetic nu se limiteaza numai la functia de reprezentare, ci devine un semn al 
unei realitati mai profunde. Dupa cum observa Zina Molcut in Simbolismul european. 


1 Zina Molcut, Simbolismul European , Voi.I, Editura Albatros, Bucuresti, 1983, p.60. 

2 Ibidem, p.66. 
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„natura” inteleasa ca „padure de simboluri” e un spatiu ideal, imaginat de Baudelaire „ca un 
loc crucial in care limbajul cosmic si limbajul uman se intalnesc, gasind un canal de 
comuniune, un registru cornun prin care constiinta cosmica, constiinta universului isi trimite 
mesajul ei difuz spre constiinta umana, sugerand ca ar putea deveni „transparenta” prin 
descifrare, prin decodare.” 3 Parfumurile de exemplu, deoarece se situeaza la limita extremei 
materialitati, pot li privite ca „avand expansiunea lucrurilor infinite”, si ca atare Hind apte de 
a da expresie „transportului spiritului si al simturilor”. 4 Asociatiile intre corespondentele 
senzoriale sunt mai bogate daca ele nu se produc numai direct in constiinta, ci si pe cale 
externa, vizuala. Toate aceste corespondente, ca sa nu mai amintim de cultivarea spleen-ului, 
a inefabilului sufletesc sunt transmise pe cale de sugestie. Izvoarele teoriei sugestiei in 
simbolismul romanesc se regasesc in raspunsul pe care Mallarme 1-a dat legat de subiectul 
evolutiei literare: „A numi un obiect inseamna a suprima trei din patru parti din placerea 
poemei, facuta din fericirea de a ghici incetul cu incetul. Sa-1 sugerezi este visul, sa-1 evoci 
incetul cu incetul pentru a crea o stare sufleteasca”. 5 

in studiul de fata, legat de poezia lui Macedonski, ma voi referi doar la 
volumul de poezii Poema Rondelurilor (1916-1920). 6 In schirnb, cand voi face trimitere la 
poeziile lui Traian Demetrescu si Stefan Petica, ma voi folosi de textele adunate in cartea 
Zinei Molcut, Simbolismul european, 7 in volumul al II-lea, partea despre simbolismul 
romanesc, precum si de Antologia poeziei simboliste romanesti. 8 . 

Analizand poeziile celor trei, se observa predilectia lui Macedonski pentru 
roze, desi nu omite nici crinii sau florile de zarzar iar in unele locuri foloseste si ruje-aprinse, 
flori de luna, floarea mlastinei sau caisi-n floare. Traian Demetrescu foloseste in repetate 
randuri termenul floare fara a numi exact tipul de floare. Stefan Petica la fel, foloseste 
apelativul floare in special cu referire la iubita, atribuindu-i diferite calitati („floare aleasa”, 
„floare -nfocata” etc.) dar in acelasi timp el foloseste si flori precum roze, crini, crizanteme, 
iacint sau „floarea dorului ce moare”. 

Reveria este una dintre temele predilecte ale simbolismului si dispozitia cea 
mai curenta a clipelor de melancolie, iar florile sunt si ele responsabile pentru diversele tipuri 
de reverii suscitate in momentele de visare cu ochii deschisi, fara directie precisa- citand-o pe 
Lidia Bote: ,,in pur vagabondaj caleidoscopic al imaginilor”. 9 Reveria si nostalgia in 
simbolism genereaza noi teme caracteristice. Sufletul devine nostalgic atunci cand 
imprejurarile imediate ale existentei nu-1 satisfac, ll nemultumesc sau cand aspiratiile 


3 Ibidem. 

4 Ibidem. 

5 Lidia Bote, Simbolismul romanesc, Editura pentru literature, Bucuresti, 1966, p.300. 

6 Alexandru Macedonski, Poema rondelurilor, 1916-1920, Editura Semne, Bucuresti 2008, reproducere in 
facsimil a lucrarii Poema Rondelurilor aparuta in anul 1927 in aceasta forma la Editura Literara a Casei 
Scoalelor. 

7 Zina Molcut, op.cit., voi.II. 

8 Antologia poeziei simboliste romanesti, editie si prefata de Lidia Bote, Editura pentru Literature, Bucuresti, 
1968. 

9 Lidia Bote, op.cit., p.345. 
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(indiferent de ce tip) nu-i sunt intrunite. Reveria exprima „nevoia sufletului uman de a depasi 
luciditatea obositoare, apasatoare, sumbra, cautand o solutie imaginara pentru criza sa 
morala” 10 , de aceea poezia simbolista este in mare parte o poezie a evadarii. Natura este 
vazuta de rnulte ori ca o „stare a sufletului”, suport si partener sentimental careia i se fac 
confesiuni si care consoleaza. 

Parfumurile, in special cele asociate florilor, joaca un rol important in poezia 
simbolista romaneasca, bind un mijloc de reverie, visare si evaziune din real. Parfumul poate 
li asociat de multe ori in aceste poezii cu un stupefiant, bind un mijloc de uitare, de narcoza a 
durerii existentei, precum la Stefan Petica in poezia Cand viorile tacura : ,,Parfum din flori 
palite si uitate/ Poema tainuita-ntr-o petala,/ Te stingi in dureroasa-ti voluptate/ In seara 
singurateca si pala.” * 11 In schimb, la Traian Demetrescu, parfumul nu mai are puterea de a 
trezi, de a incita sau de a ft mijloc de uitare. El vorbeste in poezia Flori de sera , despre aceste 
flori care sunt „uitate intr-o sera,/ Cum intr-un suflet trist si gol/ Raman sperantele din 
urma/.../ Nici o femeie nu le-atinge,/ Desi au cel mai bland parfum/ Nici cel putin nu le 
omoara/ In pagini de album’ ’ Parfumul este in egala rnasura un excitant al simturilor, o betie 
consumata la nivelul senzatiilor. Macedonski descopera euforia parfumurilor ce il fac sa cada 
intr-o stare de extaz, precum in Rondelul crinilor si tot crinii sunt cei care-1 fac pe poet sa 
vada in ei un fel de antidot al mortii.: „In moartele vrerni, ma-nbatara,/ Cand fragezi si 
primavaratici, /In ei ma sorbira, estatici,/ Si pe aripi de rai rna purtara/ In crini e betia cea 
rara.” 12 Macedonski este ,,un adevarat obsedat al parfumului de roze, pe care-1 soarbe si in 
clipa mortii, printr-un act nu numai simbolic, dar si de cea mai pura esenta simbolista” 13 : 
„Parfumul de roze ce-mbata/ Extazul in suflet imi lasa, / In noaptea de luna-arginatata. ” 
(.Rondelul noptei argintate). Si Stefan Petica canta aceeasi senzatie: „Vreau sa ma-mbat de 
fericirea/ Tulburatorului parfum” ( Cantecul toamnei ). Dar Stefan Petica este ,de asemenea, 
cel care introduce in simbolismul romanesc senzatiile date de parfumurile grele, ale florilor ce 
mor. La Stefan Petica, nostalgia erotica isi asociaza imaginea crizantemei si a rozelor care se 
sting: „In parcul torturei se sting crizanteme,/ Se sting ca uitate si triste poemene,/ Si rozele 
moarte in brazde-ofdite/ Au pus in parfumuri suprema tortura F(Cantecul toamnei). Parfumul 
florilor care se sting corespunde in poezia lui Petica si nostalgiei dupa iubirea de alta data, 
nostalgie erotica: „0 nalba crizantema se stinge-ndurerata/ in vasul de Tanagra; caliciul 
inchis/ Pastreaza-n fund parfumul iubit de alta data/ Si bland ca o cantare soptita intr-un 
vis/.../ Parfumul care plange pe vasul fin sculptat/ Si floarea care moare de dorul altor 
zil q\" (Cantecul toamnei). Acelasi Petica in poezia Cand viorile tacura, sugereaza prin 
intennediul simtului olfactiv nostalgia profunda, sugerand extinctia sufleteasca: ,,Parfum de 
flori palite si uitate,/ Poema tainuita-ntro-o petala,/ Te stingi in dureroasa-ti voluptate/ in seara 


10 Ibidem, p.347. 

11 Antologia poeziei..., p. 139. 

12 Alexandra Macedonski, op.cit., p.19. 

13 Lidia Bote, op.cit. p.367. 
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singurateca si pala”. Aceasta poezie „are ca idee tocmai prabusirea brusca a energiilor 
sufletesti si a tendintei de reactivare a vechilor elanuri, care esueaza in neputinta si tristete”. 14 

Erotica simbolista „fiige prin definitie de materializare, de senzualitate si 
posesiune”, dupa cum afirma Lidia Bote. 15 Sentimentele sunt exprimate discret, invaluit, prin 
gesturi si declaratii simbolice, nicidecum direct. Actele iubirii sunt invocate prin 
corespondente, la fel si iubita al carui corespondent este de cele mai multe ori o floare. La 
Stefan Petica in poezia Cand viorile tacura, se observa cel mai bine aceasta, el fiind un poet 
de o senzualitate aproape morbida, sorbind voluptos parfumuri: „Iubito, tu, floare fatala,/ Cu 
fata suava de crin/.../Iubito, tu, floarea cea rara,/Pe tine am vrut sa te am/ ... /Iubito, tu, floare 
aleasa,/Eu maine in zori am sa mor/ ... / Iubit-o ,tu, floare-nfocata,/Revarsa-mi al tau cald 
parfum;/ ... / Iubito, tu, floare de vise / Ah, cand in pamant voi donni,/.../Ce singura-n lume 
vei fi./ .../ Iubito, tu floare fatala/ Saruta-ma lung si duios/ ... /”. Este interesanta comparatia 
dintre tipul de floare (fatala, rara, aleasa etc.) corespunzator imaginii iubitei si tipul de senzatii 
ce i le isca aceasta poetului. Cand iubita are „fata suava de crin’ ’ imaginea ei este una diafana, 
angelica, ce ii saruta bland fruntea pala pentru a „sterge-acea umbra de chin”. Iubita 
comparata cu floarea rara trezeste in poet dorinta de posesiune tocmai datorita raritatii ei. 
Momentul inevitabil al despartirii trezeste melancolii. Pe masura ce isi asteapta sfarsitul, 
moartea fiind iminenta, si erotismul se amplifica (iubita —> floare-nfocata; iubita^Iloarc 
fatala), gesturile de iubire devenind tot mai carnale pe masura ce ritmul poeziei se amplifica: 
„Saruta-ma lung si duios.” Ritualul acestei poezii speculeaza la maximum incordarea, 
asteptarea, speranta, iluzia, deceptia, momentul de anticipate si de agonie al iubirii. La Stefan 
Petica iubita este stilizata la maxim, diafana, boticelliana, prerafaelita, dupa cum o evoca in 
Fecioare in alb: „pale”, „intristate”, gratioase si pline de gratia tristetii „ca un crin”. Destinul 
lor este tragic, deoarece idealul care le fascineaza, „supremul vis de voluptate”, le este 
refuzat: „0, marile pasionate,/ O, tragicele Magdalene,/ Femei etem indurerate/ Ca niste triste 
cantilene,/ Au urmarit pe dmmuri grele,/ Ca o lumina ce se-aprinde,/ in noaptea neagra fara 
stele,/ Ceea ce nu se poate prinde...”. Stefan Petica nu canta o anumita femeie, ci un ideal de 
feminitate, simbolizat de fecioara in alb, care aprinde in sufletul poetului un vis de fericire. 
Fata iubita nu este reprezentata fizic. Ea este o fiinta diafana, ce se aseamana cu ingerii pictati 
de Botticelli. Toata existenta femeii se contureaza in priviri. Stefan Petica este obsedat de 
culoarea alba, culoare ce sugereaza candoarea, gratia si puritatea, floarea lui preferata fiind 
crinul. 

Poezia simbolista nu este contaminate in totalitatea sa de nevroza. Tema 
aceasta a ajuns sa fie de multe ori o simpla poza, o afectare. Cel mai bine se simte acest lucru 
la Macedonski, pe care Lidia Bote il si denumeste a fi un vitalist, in care „impulsivitatea vietii 
se face mereu simtita’ ’ si lupta sa alunge starile morbide chiar daca nu reuseste intotdeauna. 16 
Ea sustine chiar ca „predilectia simbolistilor pentru parfumuri si muzica este tot de ordin vital. 
(...) Fenomenul este foarte vizibil la Macedonski, temperament deloc depresiv, si incordarea 


14 Zina Molcut, Stefan Petica si vremea sa, Editura Cartea Romaneasca, Bucuresti, 1980, p.224. 

15 Lidia Bote, op.cit., p.383. 

16 Cf Lidia Bote, op.cit., p.396. 
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tonusului sufletesc prin absorbire de parfumuri si emotie muzicala se constata si la Petica si la 
alti simbolisti.” 17 in Rondelurile rozei, de exemplu, Macedonski se lasa sedus de „luxul 
decorativ, feeric” 18 , cum il numeste Adrian Marino, al „orgiilor” si „cascadelor de roze”. 
Dar aceasta contemplativitate este in multe cazuri intrerupta la Macedonski de puternice 
senzatii vitale. Vitalitatea solara se face simtita in Rondelul crinilor. „In crini e betia cea rara;/ 
Sunt albi, delicati, subtiratici./ Potirele lor au fanatici-/ Argint din a soarelui para.” Dar exact 
in strofa urmatoare se schimba registrul, exuberanta si solaritatea Hind inlocuite de 
sentimentul dezintegrarii, de agonie: „Desi cand atinsi sunt de vara,/ Mor palcuri, sau mor 
singuratici,/ in crini e betia cea rara:/ Sunt albi, delicati, subtiratici.” In poezia simbolista, 
imaginea rozei care se ofileste, pierzandu-si petalele una cate una, a rozei care rnoare, este 
frecvent intalnita pentru a transmite senzatia de stingere lenta in solitudine. Un exemplu ar fi 
versurile din Rondelul rozelor ce mor : „E vremea rozelor ce mor,/ Mor in gradina, si mor si-n 
mine...” de unde reiese mai bine senzatia de volatilizare si de extinctie, prin interferenta de 
planuri, cum nu se poate mai in spiritul poeziei modeme, finetea poeziei Hind data si de 
acuitatea olfactiva, exceptionala inca din tinerete. Si la Stefan Petica intalnim acelasi tip de 
floare in poezia Fecioara in alb: „Si rozele murira pe marmora stelata/.../Parfumuri dulci si 
scumpe lasate in uitate...” sau „Iar florile-n gradina stand pale si uitate/ Se plang de invocarea 
lucirilor de soare”. Sub forma de fragmente, de parcuri sau buchete, de flori izolate, natura 
revine in permanenta in intimitatea poetului, aducand rnereu alte stari, alte emotii. Rozele 
mor, dar si infloresc, iar aceasta constatare ii da sublime sperante lui Petica: ,,Va tremura din 
nou parfum in soapta dulce-a blandei firi,/ Va flutura iar visul alb ca floarea misticelor vai,/ Si 
noaptea trista va pieri. Vor inflori iar trandafiri.” 19 Adrian Marino mentiona ,,extazul 
olfactiv” drept „creator al iluziei cerului parfumat ( Rondelul rozelor de august), adevarat 
talisman magic {Rondelul lui Saadi iesind dintre roze). 20 Acest rondel este caracterizat de un 
dinamism al vizualitatii, dat de folosirea multor verbe care sugereaza ideea de curgere, de 
trecere, ,,in care identitatea lucrurilor e greu de lixat, iar tiparul fragil al fiintelor se 
degradeaza progresiv”. 21 Tot Marino mentioneaza un text din tinerete de-al lui Macedonski, o 
mica nuvela din 1875, Visele Hasisului, in care poetul evoca o „gradina incantatoare”, un 
eden floral. „Ceea ce n-ar constitui un detaliu deosebit daca intreaga descriptie n-ar fi 
dominata de imaginea unui adevarat labirint odorifer, care aminteste de simfonia rozelor din 
cunoscutul roman al lui Zola La faute de I’abbe Mouret, aparut (coincidental) in acelasi an. 
Cu aceste predispozitii, consolidate, desigur si prin lectura lui Baudelaire (La chevelure, 
Parfum Exotique) si a lui Rollinat (Les roses), Macedonski descopera betia parfumurilor 
practicata de altfel si in cenaclu.” 22 Lidia Bote chiar aminteste in cartea Simbolismul 
romanesc de „atmosfera cenaclului macedonskian, in care crizantemele si parfumurile ce 


17 Ibidem. 

18 Adrian Marino, Opera lui Alexandru Macedonski, Editura pentru Literature, Bucuresti, 1967, p.410. 

19 Lidia Bote, op.cit., p.429 

20 Ibidem, p.335. 

21 Iulian Boldea, De la modernism la postmodernism, Colectia Studii, Editura Universitatii „Petru Maior”, 
Targu-Mures, 2011, p. 14. 

22 Ibidem, p.412. 
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ardeau pe trepied formau elemente de cadru exotic”. 23 La inceput tari, violente, apasatoare, 
apoi din ce in ce mai subtile, aromele patrund tot mai mult in opera poetului, care multa 
vreme se complace intr-o voluptate pur vitalista, pana tarziu, in Thalassa, Macedonski se 
delecteaza cu ,,mireasma florilor” purtata de vant, cu betia din ea, senzatie evocata si in 
Rondelul Crinilor. Absorbtia de parfumuri grele, de crini si roze, devine o forma de extaz si 
spiritualizare ce pastreaza si nuante mistice (Macedonski in Lewki ): .crini cu nalbe/ Ce-n 
potire hieratici poarta mistica-mbatarii”. in cele din urma, ,,ascensiunea se purified prin 
transcedere, consumandu-se intr-un autentic act de contemplate (...) Vocatia euforica a 
poetului il face sa intuiasca inefabilul odorifer si prin el ridicare la esente. ” 24 precum in 
poezia Rondelul rozei ce infloreste : „0 roza-nfloreste, suava.../ Puternic ma poarta extazul/ 
Spre-o nalta si tainica slava”. Inhaland parfumul rozelor ( Rondelul rozelor de azi si de ieri ): 
„Stiu al vietii mele rost/ Simtirea din al lor parfum.” Potrivit dictionarului de simboluri, 
roza/trandalirul reprezinta un simbol al regenerarii, adeseori fiind simbolul unei renasteri 
mistice si ne este amintit ,,cazul particular, in mistica musulmana, al acelui Saadi din Siraz, 
pentru care Grddina Trandafirilor este gradina contemplatiei”. 25 in mare parte, predilectia 
simbolistilor pentru parfumuri si rnuzica este tot de ordin vital. Aromele, emotiile sonore 
excita, stimuleaza vitalitatea, rascolesc, dau socuri. Dupa cum am vazut, acest fenomen este 
foarte vizibil la Macedonski, dar se poate observa si la Stefan Petica. 

in poezia lui Macedonski, tabloul rozelor este intrevazut, dupa cum nota Iulian 
Boldea, ,,ca o dezlantuire de culori dintre cele mai pasionale, intr-o lume labirintica, absconsa, 
nedeterminata(„oriunde”) ce nu se lasa descifrata decat in regirn purificator al artei ori al 
visului cu contururi fluctuante, greu de prins in tipar rationalizant”. 26 In Rondelul rozelor din 
Cismegiu, Macedonski face simtita prezenta muzicalitatii coloristice , a confuziei si alterarilor 
de senzatii, vizual-olfactive: ,,Pe ritmuri persane in strofe-asezate,/ Melodic culoarea, culoarei 
raspunde.../ De flacari, de aur, lila, argintate,/ Nebuna orgie de roze oriunde.” 

Crinul alb este atat la Macedonski cat si la Stefan Petica simbolul puritatii, al 
inocentei, iubita fiind comparata cu un crin, buchetul de crini devenind o taina. Crinul, 
datorita parfumului lui, „reprezinta de multe ori o pasiune intensa, dar care, in ambiguitatea 
ei, poate sa fie irealizabila sau refulata sau sublimata. Daca este sublimata, crinul este floare 
gloriei”. 27 De asemenea, garoafa ofilita si crizantema care se stinge este simbolul nostalgiei 
erotice sau al vietii trecute. 

Pe Traian Demetrescu, floarea crescuta pe o margine de drum, „solitara” il 
face sa mediteze la conditia poetului: „Pe-o margine de drum, departe,/ Ca un pribeag pierdut 
in lume,/ Crestea o floare solitara,/.../Instrainata-ntr-o multime/ De ierburi si de grane-nalte, 


23 Lidia Bote, op.cit., p.369. 

24 Adrian Marino, op.cit., p.414. 

25 Jean Chevalier, Alain Gheerbrant, Dictionar de simboluri - Mituri, vise, obiceiuri, gesturi, forme, figuri, 
culori, numere, Volumul 3, P-Z, Editura artemis, Bucuresti, 1993, p.176. 

26 Iulian Boldea, op.cit., p. 15. 

27 Jean Chevalier, Alain Gheerbrant, op.cit., Volumul 1, A-D, p.387. 
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Parea batjocorita, moarta/ Uitata printre celelalte/.../Nu stiu de ce atras spre dansa,/ 
Apropiindu-ma meet,/ Am cugetat adinc atuncea/ La sufletul unui poet.” 28 

In concluzie crangurile, gradinile, florile si parfumurile alcatuiesc o ambianta 
prielnica zamislirii imaginilor in care natura dobandeste configuratia pe care i-o da artistul 
creator, iar natura trimite spre un plan bogat in semnificatii. 
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Abstract: Although he activated in a time which demanded a revival of the Slavic language 
and culture, the learned scholar Udriste Nasturel imposed through the translations, 
performed or verified by him into Romanian, the rules for the Romanian literary language in 
the first half of the seventeenth century. These are best reflected in the Romanian version of 
The Theachings ofNeagoe Basarab to his Son Theodosie. 

Keywords: translation, version, style, manuscript, erudition. 


1. Epoca lui Matei Basarab 

Domnia de peste doua decenii a lui Matei Basarab a avut drept obiectiv manifest sa 
scoata tara din decaderea economica in care fusese adusa de jafurile dregatorilor greci si din 
criza culturala, pentru a-i reda maretia de altadata, din timpul domniei lui Neagoe Basarab. 

Matei, aga din Brancoveni, a ajuns domn in urma unei rascoale la care a participat, 
impotriva administratiei grecesti, care exploatase crunt tara. S-a considerat nepotul lui Neagoe 
Basarab (era stranepot de sora - Stoicescu, 1982, p. 11) si a marcat inscrierea in traditia 
dinastica a Basarabilor numindu-se Matei Basarab. 

in diverse predoslovii, prin pana lui Udriste Nasturel, cumnatul sau erudit, isi 
evidentia descendenta nobila, a lui si a tarii: „Caci cari din domnii de mai nainte ai tarii - 
afara de cel din al carui neam si familie prea vestita prealuminatia voastra prea nobila prin 
urmasi se trage, adeca prea bunul Basaraba Neagoe de odinioara - s-a aratat asa de 
binefacator al tarii” (cf. Sacerdoteanu, 1938, p. 91)... „stapan si voevod al acestor tari dacice” 
(Ibidem, p. 94). 

Admirator al lui Neagoe Basarab, noul domn si-a depasit conditia de epigon al 
inaintasului sau ilustru, performand pe directiile mai importante ale activitatii acestuia. 

Astfel, Neagoe Basarab a ridicat maretia credintei la sublim, realizand o capodopera a 
arhitecturii bisericesti prin ridicarea Manastirii Curtea de Arges. Neavand rafinamentul 
acestuia, Matei Basarab a compensat prin multimea ctitoriilor sale:,, S-a spus - si pe buna 
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dreptate - ca Matei Basarb a fost cel mai mare ctitor bisercesc al neamului nostra” (Stoicescu, 
1982, p. 215). 

Neagoe Basarab a creat Invataturile lui Neagoe Basarab catre fiul sau Theodosie, 
considerate cea mai importante opera in limba slavona din sud-estul Europei, capodopera a 
literaturii parenetice universale, „marea carte a identitatii romanesti in Europa Renasterii si in 
cultura universale” (Zamfirescu, 1996, p. V). 

Matei Basarab nu stia limbile sacre (slavona si greaca) in care se vehiculau atunci 
textele religioase, in schimb s-a inconjurat de cei mai importanti carturari teologi ai vremii. 
Cu acestia, eruditul Udriste Nasturel, seful cancelariei domnesti, a Incut o adevarata scoala de 
traducere si tiparire a cartilor religioase si nu in ultimul rand a celor laice. 

El a pastrat vie mentalitatea radei sale, manifestata cu mai bine de un secol inainte, 
aceea a prevalence i limbii slave in randul limbilor sacre. O astfel de mentalitate consemna 
„nevrednicia limbilor vulgare, vemaculare, de a exprima doctrina sacra, pentra care erau 
rezervate limbi de asemenea sacre - ebraica, elina, latina, slavona, siriaca” (Candea, 1988, p. 
43). A optat pentra limba slavona (epoca sa, in special in primul deceniu al ei, a fost 
considerate o adeverate restauratie a slavonismului), din doue motive bine intemeiate. In 
primul rand din aversiunea putemice pe care o avea fate de greci; in al doilea rand, pentra ce 
ortodoxismul slav era mult mai conservator si prin aceasta ferit de influentele Contrareformei 
catolice si mai ales ale prozelitismului calvin, care se infiltrase dincolo de granitele 
Transilvaniei. 

Matei Basarab n-a scris certi, dar 1-a insercinat pe Udriste Nesturel se cerceteze „toate 
menestirile din Tara Romaneasce pentra a afla certile vechi care trebuiau copiate ca se nu se 
piarde” (Stoicescu, 1982, p. 206). Ceutand si catagrafiind certile religioase din intreaga tare, a 
gesit si Catehismul calvinesc (1640), pe care 1-a adus la cunostinta mitropolitului Varlaam al 
Moldovei. Acesta a consemnat, printre altele, o importante caracterizare a lui certuraralui 
muntean: „ tamplandu-mi-se estimp in pertile Tarai Romanesti cu trebe domnesti si a 
nerodului, in Targoviste cu cei mai de frante si cei mai de-a firea vorovind, mai vartos cu 
oarecare boiarin cinstit si sloveasnic si a toate destoiniciia si inteleagerea harnic, dirept 
pravoslavnic crestin (...) dumnealui Udriste Nesturel, carele, ca un iubitori de inveteturi si 
socotitoriu credintei cei direapte, in mijlocul altor certi noao ce mi-au aratat, adusu-mi-au si o 
certulie mice, in limba noastra romaneasce tiperite (...) Catihizmus crestinesc, carea o am 
aflat pline de otrave de moarte sufleteasce” (Varlaam, 1984, p. 186; cf si Ciobanu, 1989, p. 
178). Urmare a unor discutii dogmatice cu teologii terii, Varlaam tipereste la Targoviste, in 
1645, Raspuns impotriva Catehismului calvinesc. Situatia este importante, pentra 
uniformizarea normelor limbii literare, intracat in textul certii sunt reperate „atat 
particulariteti fonetice in graiul vorbit de Varlaam, cat si cele proprii graiului din Muntenia 
(unde a fost imprimat textul)” (Teodorescu, 1984, p. 74). 

Atasamentul fate de o limbe sacre elitiste cum era slavona nu estompa tensiunile 
religioase si era departe de a asigura coerenta comunicerii in stracturile sociale. Prin gradul 
inalt de cunoastere a acestei limbi, cu varietetile sale dialectale, Udriste Nesturel „a incercat 
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chiar sa creeze o limba slavona literara, retorica, pretentioasa si artificiala, limba care se 
adresa unei elite de intelectuali” (Stoicescu, 1982, p. 205). 

Acest lucru punea in dezavantaj atat pe agentii exercitarii cultului, cat si pe receptorii 
lor pentru ca cei mai multi preoti cunosteau din ce in ce mai putin aceasta limba, iar mesajul 
textelor ramanea neinteles pentru cei catre care se indrepta. S-a aratat ca „in al XVII-lea veac, 
preotii insisi nu mai puteau intelege indrumarile tipiconale” (Candea, 1988, p. 43). In schimb, 
dogmele calvine erau impuse de structurile politice ale Transilvaniei in limba romana. 
Mitropolitul si episcopii erau obligati sa se angajeze ca respecta mai rnulte indatoriri, printre 
care: „sa se predice in romaneste, dar numai dupa Sfanta Scriptura (...); tineretul sa fie instruit 
dupa Ccitehismul calvinesc ” (Pacurariu, 1988, p. 57). 

Prozelitismul calvin prezenta riscul de a propaga in limba romana, pe inteles, o 
orientare dogmatica ce altera sistemul credintei ortodoxe. Asa a aparut, in al doilea deceniu al 
domniei lui Matei Basarab, necesitatea traducerii textelor religioase in limba romana (lucru pe 
care domnitorul il accepta in prima faza numai pentru textele laice). 

Slavona insasi devenise un instrument abstract, pierzandu-si unele dintre destinatiile 
sale importante: „Optiunea de a imprima in limba romana se datora insa si unei stari de fapt: 
ea avea la baza disparitia functiei de comunicare diplomatics a slavonei, dar si tot mai slaba 
cunoastere a slavonei de catre preoti” (Gherman, 2011, p. 16). 

Efortul de a scrie gramatici slavonesti (Daniil Andrean Panoneanu) pentru a asigura 
intelegerea si intocmirea actelor particulare, n-avusese nici ea efectul scontat, asa meat se 
trecuse si in stilul juridico-administrativ la utilizarea tot mai freeventa a limbii romane. 

Astfel a aparut, dupa 1640, a doua orientare din epoca lui Matei Basarab, aceea a 
acceptarii traducerilor religioase si a scrierilor originale in limba romana. 

A fost un prilej deosebit pentru domnitor de a-si manifesta din nou cultul fata de 
inaintasul sau, Neagoe Basarab, pe care-1 introduce in constiinta colectiva, impunand 
traducerea operei capitale a acestuia ( Invataturile lui Neagoe Basarb catre fiul sau Theodosie) 
si a altor carti reprezentative ( Viata patriarhului Nifon). 

2. Traducerile romanesti 

Mentorul intregii activitati culturale din epoca lui Matei Basarab a fost, fara indoiala, 
Udriste Nasturel, care, cunoscator de latina si slavona, excela prin exigenta manifestata in 
impunerea normelor celei din urma, dar si a normelor limbii romane, in cazul traducerilor. Nu 
toti carturarii teologi se ridicau la nivelul lui. De aceea, pe langa activitatea de traducator pe 
care o desfasura el insusi, o indeplinea si pe aceea de revizuire a traducerilor efectuate de 
ceilalti, in mod sigur a acelor care apareau sub egida si cu cheltuiala domnitorului. Ca revizor, 
avea autoritatea de bun cunoscator al limbii, dar si autoritatea politica pe care i-o dadea 
inrudirea apropiata cu voievodul. 

Lucrul este important, intrucat arata ca textul tradus era controlat, asa incat el sa se 
prezinte in fata receptorilor intr-o limba ingrijita. Ori, caracterul ingrijit este un semn de fixare 
si consolidare a normelor limbii literare din toate epocile. 

Uneori s-a edificat nevoia de revizuire a traducerilor. Astfel, se stie ca traducatorul 
Noului Testament de la Balgrad a fost egumenul Silvestru de la Govora, care a transpus dupa 
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un original rusesc. Dar, dupa 1646, data cand traducerea era fmalizata, si dupa moartea 
egumenului, in Predoslovie catre cetitori se afirma: „Acest Testament 1-au inceput a-1 izvodi 
ermonah Selivestru, din porunca si chelsugul Mariei sale si el s-au ostenit cat s-au putut si 
curand ii s-au tamplat lui rnoarte, iara noi socotind si luand aminte, gasit-am multa lipsa si 
gresiale in scriptura lui pentru neintelesul limbiei si cartii grecesti. Pentr-aceaia noi am 
inceput dintaiu a-1 posledui si unde n-au fost bine am ispravit si am implut si am tocmit din 
cat am putut” (NTB, 1988, p. 115). 

Ieromonahul Silvestru traduce si Evanghelia invatatoare (Cazania de la Govora: 
1642, Govora - 1644, Manastirea Dealu) si in Predoslovie, Udriste Nasturel arata ca „si eu, 
mai ticalosul si gresitul venit-am la al unspazeacelea ceas la lucrul Domnului” (El, 2011, p. 
155), ceea ce inseamna ca venise pentru revizia de dupa terminarea traducerii. 

Aceasta traducere i-a fost atribuita lui Udriste Nasturel de catre P.P. Panaitescu („E1 
[Udriste Nasturel] traduce in romaneste din slavona Evanghelia Invatatoare dupa un original 
ucrainean” - cf. Mazilu, 1974, p. 197), de catre Stefan Ciobanu („Alcatuitorii acestei opere 
folosesc un numar de coale din Evanghelia invatatoare tradusa de Udriste Nasturel si tiparita 
la Govora in 1642” - Ciobanu, 1989, p. 178) si de Sextil Puscariu („E1 insusi era un profund 
cunoscator al limbii paleoslave, din care limba traduse in romaneste o Evanghelie 
Invatatoare ” (Puscariu, 1987, p. 80). 

Udriste Nasturel isi recunoaste interventia abia dupa ce traducerea se infaptuise, pentru 
a face, se intelege, revizuirea necesara: „a cunoaste pre adeveritii lucratori ai viei lui Hristos 
intru carii si eu,mai ticalosul si gresitul venit-am la al unsprazeacelea ceas la lucru domnului” 
(El, 2011, p. 155). 

Insemnarea din subtitlul lucrarii nu lasa loc atribuirii lui Udriste Nasturel: „scoasa si 
primenita de pre limba rusasca pre limba rumaneasca cu voia si cheltuiala maritului domn 
Matei Basarab, insa cu usteneala si izvodirea lui Silivestru ieromonahul” (El, 2011, p. 158). 

Conform cercetatorilor, Udriste Nasturel este „principalul responsabil al tipariturii si 
face probabil o ultima revizie textului, confruntandu-1 cu originalul si corectand eventualele 
erori” (Mazilu, 1974, p. 198). Ca astfel de corecturi erau necesare in urma ieromonahului 
Silvestru s-a vazut din predoslovia Noului Testament de la Balgrad. 

O anumita absolutizare a rolului cultural al carturarului in epoca, rezultata mai ales din 
cercetarea sumara a textelor, a facut ca lui Udriste Nasturel sa i se atribuie (de catre Virgil 
Candea) si predoslovia primei tiparituri de la Campulung, Invataturi preste toate zilele ( 
1642), tradusa si tiparita, pe cheltuiala proprie, de Melchisedec, egumenul manastirii 
Campulung. 

Sunt doua argumente care se opun acestei atribuiri. Primul impune o logica a bunului 
simt: „argumentele de bun simt ne impiedica sa-i atribuim lui Nasturel, mare carturar, e 
adevarat, dar totusi om, aproape tot ce s-a facut pe plan spiritual in acea epoca de maxima 
inflorire” (Mazilu, 1974, p. 198). 

Al doilea argument, cel mai important, se refera la limba intregii tiparituri de la 
Campulung, care este mult diferita, nu in bine, de traducerile si revizuirile lui Udriste 
Nasturel. Carturarul era ocupat cu revizuirea Cazaniei de la Govora tradusa de Silvestru, care, 
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conform originalului rusesc trebuia sa aiba dimensiuni foarte mari, asa meat, tiparirea 
integrals, cu multe restrangeri, s-a incheiat abia in 1644, la Manastirea Dealu. 

Melchisedec, care nu era roman, nu are calitatile lui Udriste Nasturel , care se vadeau 
in coerenta sintactica a frazelor si in conotatiile complexe ale stilului: „stilul este greoi, lipsit 
de fluiditate si nu am recunoscut nicaieri spontaneitatea cu care Nasturel concepea figuri de 
stil sau folosea cu maiestrie citate din cartile sfinte” (Mazilu, 1974, p. 203). Pot fi date mai 
multe exemple de fraze prolixe: „Folosul acestor mici invataturi, adevarat putine sant iara asa 
iale sant bune (cf. Sacerdoteanu, 1938, p. 87); „Caci ca cum ar fi un negutatoriu care ar fi 
dobandit o piatra de mult pret carea sa plateasca o mie de galbeni si apoi sa se vanza numai 
drept 10 galbeni, deci apoi de n-ar fi cumparand piatra acea fieste care intelept, ar fi 
inselandu-se negutatoriul acela” (Ibidem, p. 88). 

Activitatea de traducator a lui Udriste Nasturel se leaga indiscutabil de transpunerea in 
limba romana a unor opere de exceptie: Viata sfintilor Varlaam si Ioasaf; Invataturile lui 
Neagoe Basarab catre fiul sau Theodosie, Viata patriarhului Nifon. 

Primul este un roman foarte vechi, atribuit „unui renumit scriitor si dogmatic al 
crestinismului , Sfantului loan Damaschinul, mort pe la 756” (Mazilu, 1974, p. 205); „este, 
de fapt, un catehism romantat, scris de Sfantul loan Damaschin, primul dascal de dogmatica al 
ortodoxiei” (Zamfirescu, 2010, p. 420). 

Cartea a fost apreciata in primul rand de teologi, deoarece facea o apologie a credintei, 
explicand motivele si metodele intrarii pe calea mantuirii, lipsita de pacat, printr-o viata 
ascetica, ce conduce la salvarea sufletului. Raspandirea i-a fost asigurata si de„frumusetea 
povestirii, care imbina cu maiestrie farmecul basmului, cuvintele scripturilor si povatuirile 
Parintelui duhovnicesc” (Candea, 1999, p. 3). 

A circulat in foarte multe manuscrise care au depasit hotarele Tarii Romanesti, iar in 
1904 a fost editata de generalul P. Vasiliu Nasturel, descendent al marelui carturar dupa ms. 
3339, „dar alegerea lui pentru tiparire nu a fost prea fericita, intrucat (...) el nu reprezinta 
traditia talmacirii lui Udriste Nasturel” (Mazilu, 1974, p. 228). El „ a editat cu erori si complet 
nefilologic textul traducerii romanesti” (Ibidem, p. 246). 

Traducerea Invataturilor lui Neagoe Basarab catre fiul sau Theodosie , considerate 
„marea carte a identitatii romanesti in Europa Renasterii si in cultura universala” (Zamfirescu, 
1996, p. V), este foarte bine realizata, ceea ce a indreptatit pe cercetatori sa i-o atribuie lui 
Nasturel: „Pornind de la calitatile remarcabile ale versiunii romanesti a Invataturilor, si de la 
arta de traducator, „faptic dovedita, a invatatului carturar, cercetatorii s-au oprit asupra lui 
Udriste Nasturel, neomitand sa adauge ca traducerea poate sa apartina eventual unor alte 
persoane dinpreajma sa” (Mazilu, 1974, p.269-270). 

Si alti cercetatori (G. Ivascu, D. Zamfirescu, G. Mihaila...) considera ca traducerea a 
fost efectuala de logofat sau de cineva din echipa sa. Nu exista insa argumente obiective in a-1 
acredita pe cumnatul voievodului ca singur traducator. 

intrucat Udriste Nasturel a revizuit aproape toate traducerile in limba romana din 
vremea sa, diferentele de limba dintre idiostilul sau si al celorlalti traducatori s-au estompat, 
de aici fie ideea unei traduceri colective, fie a altei persoane supervizate de carturar. 
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Compararea lingvistica dintre Viata Sfintilor Varlaam si Ioasaf, unde a fost singur traducator, 
si textul integral al Invataturilor nu poate duce la certitudini, intrucat, pentru nici una dintre 
cele doua opere nu exista variantele prime care sa-1 exprime plenar pe traducator, ci copii 
manuscrise ulterioare, in care copistii au intervenit succesiv intr-o masura mai mare sau mai 
mica. 

Nici compararea fragmentelor din roman cu cele incluse in textul Invataturilor nu 
duce la rezultate concludente: „In atari conditii de qvasi-similaritate a originalelor este foarte 
greu sa ne pronuntam asupra identitatii traducatorilor” (Mazilu, 1974, p. 274). 

Indistinctia traducatorilor prin argumentele oferite de faptele de limba indica o 
anumita uniformizare a normelor, rezultata din revizuirile efectuate asupra textelor traduse. 
Indiferent daca Udriste Nasturel a tradus el insusi sau au tradus altii din echipa, spiritul 
carturarului se regaseste in fiecare text, fie prin revizuire directa, fie printr-o cunoastere a 
exigentelor lui de catre ceilalti traducatori. 

A doua traducere epocala, atribuita ca act sau ca spirit lui Udriste Nasturel (1635), este 
Viata patriarhului Nifon, considerate „un veritabil panegiric al domniei lui Neagoe” (Mazilu, 
1974, p. 278). Identificarea traducatorului prin compararea manuscriselor dintre romanul 
ascetic si Viata patriarhului Nifon nu duce nici de astadata la rezultate concludente: „Or, ni se 
pare riscant ca cineva sa incerce o cercetare statistico-stilistica pe baza materialului oferit de 
niste manuscrise ulterioare, in care imixtiunile copistilor, voite sau neintentionate, sunt 
aproape inevitabile” (Mazilu, 1974, p. 280). 

3. Concluzii 

Lansarea traducerilor in limba romana in a doua parte a domniei lui Matei Basarab, fie 
pentru a contracara ofensiva prozelitismului calvin, ce iradia din Transilvania, fie pentru 
deplina intelegere de catre preoti si credinciosi a mesajului religios din texte, a condus la o 
stabilizare a normelor limbii romane literare din epoca. Rolul carturarului Udriste Nasturel 
(autoritate stiintifica si politica) a fost foarte important, atat pentru traducerile proprii, cat si 
pentru activitatea de consilier al traducatorilor sau de revizuire a textelor. Uniformizarea 
nonnelor face ca astazi in procesul de identificarea traducatorului, in afara de situatia in care 
numele acestuia este consemnat in text, sa fie imposibil de a ajunge la parametrii obiectivi. 
Cu atat mai mult cu cat textele ne-au parvenit prin manuscrise succesive, „clarificate”, 
confonn traditiei pisarilor. Totusi, se poate aprecia ca, in paralel cu linia moldoveneasca 
(Varlaam, Dosoftei), echipa monitorizata de Udriste Nasturel constituie o prima etapa in 
procesul preconizat de Varlaam de oficializare a limbii romane in bisericile romanesti. A 
urmat traducerea Bibliei de la Bucuresti, cu plusurile si minusurile sale in problema unificarii 
nonnelor si apoi activitatea decisiva a lui Antim Ivireanul. Dar consistenta normelor 
muntenesti a inceput cu exigenta si cu spiritul de colaborare ale lui Udriste Nasturel, 
materializate in traducerea unor lucrari in regim de capodopera, dintre care unele (mai ales 
romanul isihast) au avut o foarte larga circulatie. 
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DIMENSIONS OF WRITING AUTOBIOGRAPHICAL NOVEL I LEFT 

THE VILLAGE, ION VLASIU 

Delia-Maria Rosea (Rauta-Rosca), PhD, "Petru Maior" University of Tirgu 

Mures 


Abstract: Extracting strength from deep springs Transylvanian peasant, the tradition of 
anonymous artists from remote times." (Dan Grigorescu) He is "deeply penetrated the man's 
task to carry forward toil nature" and "stand up, defeating all difficulties and obstacles 
arising in the way to its purpose of being able to think and live in creator". (Francis 
Pacurariu). Ion Vlasiu "take upon themselves a part of the natural process of nature, bringing 
us an art full of sincerity, discreet vibration of emotive serenity Romanian sovereign" (Edgar 
Papu). 

Vlasiu's triple vocation, best known as a sculptor, but almost equally painter and writer, did 
not lead to the eclecticism of endowments. His paintings have sought the way to the 
interpretation of the human soul. He has nostalgia jelly village as a national collective soul, 
which feels solidarity and whose survival would want to ensure amid contemporary human 
drama. In the tradition he seeks glow of brightly colored, woven with vegetal decorative 
elementary rhythmic reaching images on appearances stylized and primitive vibrations. 
Villages, landscape, history are areas (areas) of their predilection choose the topics 
presented in the form of metaphor, as a symbol. The ages of man and throughout his life, 
depiction of the everyday world and anonymous copies of his village plan national history 
and culture are becoming favourite. Through his sculpture he seeks to reach those original 
forms, resembling ancestral simple bodies produced by the forces of nature. Regardless of the 
material used - stone, wood, plaster - he tries to recreate the pure form. In constant 
communication with the world of his native area, he gives life to this world so complex 
inventing a laconic language heads of children, the elderly, peasants, intellectuals or heroes. 
By morphology and stylistic sculpture - especially impressive totemic representations and 
works inspired from fairy tales and legends - direct link to the traditions of this nation. His 
novels that touch autobiographic literary fiction size without losing authenticity of the 
document thrill of living life, human structure and define his artistic village whose 
background is in all its undeniable. In memories prose, in sculpture and painting, Ion Vlasiu 
permanent living revelation of the outside world and their own inner world with a genuine 
sense. 


Keywords: art, traditions, authenticity, fiction, village. 
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„ExtrSgandu-si forta din adanci izvoare tSrSnesti transilvane, din traditia artistilor 
anonimi din vremuri indepSrtate”. (Dan Grigorescu) 1 , el este „adanc pStruns de menirea 
omului de a duce mai departe truda naturii” si „de a se ridica, infrangand toate greutStile sau 
obstacolele ivite in cale, la rostul sau de fiintS capabilS sS gandeascS si sS trSiascS in mod 
creator”. (Francisc PScurariu) 2 . Ion Vlasiu „ia asuprS-si o parte din procesul firesc al naturii, 
aducandu-ne o arts plinS de sinceritate, de discretS vibratie emotivS si de suveranS seninState 
romaneascS” (Edgar Papu) 3 . 

O activitate artisticS dusS panS in ultimele zile ale cxisten(ci pSmantene, aflatS sub 
semnul unei inzestrSri plurale, una dintre cele mai prestigioase din arta romaneasca in acest 
secol de tipul celei desfS§urate timp de peste saptc decenii de Ion Vlasiu, constituie un 
teritoriu vast cu relieful sau accidentat, cu izvoarele si stratigrafia lui complexS ce rSmane 
incS cu toate eforturile cxcgc(ilor de cartograflat la dimensiunile lui reale, o data cu stabilirea 
unor confluence semnificative, cu o gcogralic spirituals care i-a marcat hotSrator gandirea 
formativS. . Intr-un interesant studiu, Mircea Muthu 4 analizeazS in principal aceastS 
„omologie a tiparelor plastice §i literare” specified lui Ion Vlasiu, arStand pe buna dreptate cS 
: „La Ion Vlasiu intre cele douS forme de exprimare: plasticS §i literarS - se instituie un va et 
vient perpetuu cu toate ca, teoretic vorbind se opteazS pentru cea dintai in acord cu fibra 
tarancasca din liin(a artistului” 5 . Desigur aceasta „libra (arancasca” a lui Ion Vlasiu este o 
components csentialS a viziunii sale, a ethosului sSu determinants, dar nu singurS. Credem cS, 
in acelasi timp cu egalS justificare ar putea fi adusS in discupc §i latura sa curioasS de ve§nic 
experimentator, avid de noi medii si de asimilare a unor posibilitSp expresive ncasteptatc. 
Vlasiu se dezvSluie, pentru cine ii cunoastc opera timpurie, dar si cea de maturitate, drept un 
spirit de avangardS sui-generis. 

In acest sens, o abordare, fie si fragmentarS dintr-o altS perspectivS, decat cea amintitS 
mai inainte si anume cea datS de multitudinea contributiilor critice, in evaluarea plasticii lui 
Ion Vlasiu oferS numeroase probe in privinta receptSrii personalitStii sale, ca fund de naturS 
bipolarS cu o permanents pendulare intre traditie, matricea existentialS ce i-a inraurit demersul 
plSsmuitor de forme si extremS permisivitate cStre tendintele indrSznete, inovatoare, 
caracteristice operei lui din marile centre europene. 

Una din perspectivele fertile asupra acestei crea(ii ar putea fi deschisS de punerea in 
ecua(ie a scrisului sSu, a unui jurnal impresionant mai ales (poate cel mai amplu din cultura 
noastrS), alcStuind un adevSrat „Bildungsroman” (din care s-au publicat numeroase 
fragmente), ca unul dintre elementele cu valoare de grilS interpretativS de primS manS privind 
sculptura, pictura §i desenul artistului. 


^an Grigorescu (1931-2008) - critic de arta, scriitor roman; 

2 Francisc Pacurariu (1920-1997) - scriitor roman; 

3 Edgar Papu (1908-1993) - eseist si critic literar roman. 

4 Mircea Muthu (n. 1944) eseist, critic si istoric literar 

5 Mircea Muthu, Dalta si condeiul, TnLuceafarul, nr. 8, 21 martie 1990, p.4 
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Tripla vocatie a lui Vlasiu, cunoscut mai ales ca sculptor, dar aproape in egala masura 
pictor si scriitor, nu 1-a dus spre un eclectism al inzestrarilor. Picturile sale au cautat drumul 
spre talmacirea sufletului omului. El are nostalgia satului ca matca a sufletului colectiv 
national, cu care se simte soli dar si a carui supravietuire ar vrea sa o asigure in mijlocul 
dramei umane contemporane. Pe linia traditiei, el cauta straluciri de colorit putemic, vegetal 
impletit cu o decorativitate ritmica ajungand la imagini elementare, la aparitii stilizate si 
vibratii primitive. Lumea satului, peisajul, istoria sunt arii (domenii) din care isi alege cu 
predilectie temele prezentate sub forma metaforei, a simbolului. Varstele omului si parcursul 
vietii sale, reprezentarea figurilor exemplare din lumea cotidiana si anonima a satului sau din 
planul istoriei si al culturii nationale devin subiecte predilecte. Prin sculptura sa el cauta sa 
ajunga la acele forme originare, stramosesti care seamana corpurilor simple, produse de 
fortele naturii. Indiferent de materialul folosit - piatra, lernn, ghips - el incearca sa recreeze 
forma pura. Intr-o continua comunicare cu universul spatiului sau natal, el da viata acestei 
lumi atat de complexe plasmuind intr-un limbaj laconic capete de copii, batrani, tarani, 
intelectuali sau eroi. Prin morfologii si stilistica sculptura sa - mai ales reprezentarile de 
factura totemica precum si lucrarile inspirate din basme si legende - se leaga direct de 
traditiile acestui neam. Romanele sale in care autobiograficul atinge dimensiunea fictiunii 
literare fara a pierde insa fiorul autenticitatii documentului de viata traita, ii definesc structura 
umana si artistica al carei fond satesc este incontestabil in toate ipostazele sale. In proza 
memorialists a, in sculptura si pictura, Ion Vlasiu traieste permanenta revelare a lumii din 
afara si a propriei lumi interioare cu un autentic sentiment dramatic. 

Reputatul sculptor roman Ion Vlasiu s-a nascut in 6 mai 1908 la Lechinta, judctul 
Mures. Fiu de tarani, ramas orfan de ambii parinti, crescut de bunicii dinspre mama in Ogra, 
pe Mures, peisajul acestui sat si figurile celor doi bunici marcheaza proza evocatoare a lui Ion 
Vlasiu. 

Lechinta e sat pe Valea Muresului, sat romanesc locuit de vreo 500 de suflete. inainte 
cu multi ani locul pe care azi traiesc lechintenii, nu era salbatic, ci locuit de stramosi. 

Privind chipul celor adunati in biserica sau in alt loc, cu usurinta se poate vedea ca desi 
una la port, lechintenii sunt deosebiti la infatisare. Sunt unii chipesi cu chipul balai, altii 
maruntei cu obrazul osos, barnaci. Femeile sunt marunte, indesate si oachese, altele mai zvelte 
cu ochii caprui, limpezi; toate sunt dragastoase din fire si harnice, iar barbatii, mai mult falosi. 

Tatal sau era lechintean dupa mama din veac in veac, iar dupa tata de sapte generatii, 
la capatul carora sta un strabunic preot, Popa Chirila, venit de undeva din Tara Oltului. Acesta 
a avut doi copii, unul cu tragere spre invatatura, supranumit Boeru si unul zis Lupu, fara 
inclinatii carturaresti. Acesta s-a insurat cu o fata din sat si s-a facut plugar. Prenumele Vlas 1- 
a purtat dupa al nevestei si el si toti urmasii, care sunt nenumarati. E drept ca si azi Vlasastii 
bastinasi spun cu hula despre semintia lui Lupu ca a furat numele lui Vlas, cei mai multi au 
uitat insa cum a fost si cred despre Vlasasti ca sunt una. Daca preotul satului nu i-ar fi povestit 
lui Ion Vlasiu toate acestea si el asa ar fi crezut. 

Numele Vlas, in scriptele de la sfarsitul secolului al XIX preotii latinizati 1-au scris 
Blazius, dar forma asta n-a prins radacini in uzul lechintenilor. Numele se schimba iar, ceva 
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mai tarziu, dupa 1818 odata cu Romania mare. Scriitorul 1-a schimbat in Vlasiu pe cand era 
elev ca sa-1 faca mai romanesc. (Vlas vine de la Vlah). 

Lechinta este asezata langa Mures, rau cu mers domol si cu o istorie pierduta in 
veacuri. Mai era in Lechinta si o padure prin care scriitorul umbla cu vitele, padure care purta 
numele haiducului Oancea. 

Cand avea sase ani tatal sau a plecat in razboi si i s-a pierdut urma; i-a fost scris sa nu 
aiba nici act de moarte. A murit de holera in Galitia in primele luni ale primului razboi 
mondial. 

Mama sa a murit in 1818 si cum nu mai avea pe nimeni a fost dus la Mosul sau in Ogra, sat 
mai sus pe malul stang al Muresului; Lechinta e pe dreapta. Mosul sau era zgarcit la vorba, 
dupa cum si viata lui a fost zgarcita cu el. A fost orfan si a crescut slujind la altii. Vremea 
insuratoarei 1-a apucat sluga la Vasilie Pacurar din Ogra, cu a carei fata s-a insurat, mostenind 
o parte din avere. A facut insa prea multi copii si viata lui a fost grea. 

La 12 ani Mosu 1-a dus la Scoala de Arte si Meserii din Targu-Mures, unde a ramas 
cinci ani. In primul an era uimit de cinematograf, dar orasul nu-i placea si a fugit de doua ori. 

Intre anii 1921-1926 urmeaza §coala de Arte si Meserii din Targu-Mure§, dupa care, 
intre 1928-1930 studiaza sculptura cu Romulus Ladea 6 la §coala de Belle-Arte din Cluj. 1932 
este anul in care deschide prima expozitie personala de sculptura la Targu-Mures care este si 
prima expozitie de sculptura din acest oras. in 1933 editeaza primul si singurul numar al 
revistei de avangarda Herald impreuna cu un grup de tineri intelectuali clujeni printre care 
Olga Caba,Yvonne Rossignon, Eduard Mezincescu , Eduard Pamfil, Wolf Eichelburg, 
Grigore Popa. Publica aici cu pseudonimul Saul Pelaghia. 

Debuteaza cu poezia Masinism in 1932 la revista clujeana „0 lume noua", iar editorial 
in 1938 cu romanul memorialistic Am plecat din sat, scris in 1937-1938 la Paris, in timpul 
unei specialized, in 1932 face cunostinta cu Geo Bogza, Sasa Pana si S. Perahim, 
frecventeaza grupurile avangardiste literare, in 1933 deschide o expozitie de desene impreuna 
cu Miron Radu Paraschivescu si Ion Vitner (1914-1991) scriitor si critic literar in localul 
librariei Hasefer. Asociindu-se cu un grup de tineri intelectuali clujeni (Eduard Mezincescu, 
Grigore Popa, Nicu Caranica, Wolf Aichelburg, Olga Caba, Radu Puscariu), editeaza in 1933 
revista avangardista „Herald", ramasa la un singur numar, unde semneaza proza Deschidere la 
un banchet. Mai scrie la „Ardealul", „Revista literara", „Dacia" „Caleidoscop", „Symposion", 
„Gand romanesc", „Hyperion", „Patria", „Tribuna Ardealului", „Societatea de maine", iar mai 
tarziu la „Contemporanul", „Gazeta literara", „Tribuna" etc. uneori semnand Saul Pelaghia, 
Gh. Scridon si Lukian Vlasiu. in 1921 isi oficializase numele Vlasiu. 

Dupa tatonari poetice neconcludente, Vlasiu se afirma prin Am plecat din sat (Premiul 
„Adamachi" al Academiei Romane), primit cu entuziasm de critica literara a vremii. Abia 
ulterior s-a constatat ca romanul constituia o parte a unei ample structuri epice, intitulata 
Drum spre oameni (1947, ulterior revazuta si amplificata), in care mai intra Copilarie uitata 
(plasata la editarea integrals a operei, in 1970, drept „cartea intai"), Casa nebunilor (cartea a 


6 Romulus Ladea (1901-1970) sculptor roman, profesor universitar 
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III-a), Ritmuri (cartea a IV-a), Omul printre arbori (cartea a V-a), O singura iubire (cartea a 
Vl-a) si Pamantul (cartea a VH-a).Toate urmaresc procesul aspru al formarii unui artist, 
printre dificultati, indoieli, framantari intime si de creatie, intr-o succesiune epica bine 
condusa, al carei caracter de generalitate poate ft dedus dincolo de accentul autobiografic, si 
el foarte evident. 

In 1939 publica romanul autobiografic Am plecat din sat, premiat cu Premiul 
Academiei Romane. Este primul volum dintr-un vast ciclu autobiografic in care relateaza 
meandrele formatiei sale ca om si ca artist si care mai cuprinde „Poveste cu naluci” 1941, 
„Drum spre oameni” - 1962 „0 singura iubire” - 1965 „Cartea de toate zilele” - 1984, 
„Succes moral” - 1985 „Monolog asimetric”-1988 „in spatiu si timp” (4 volume aparute 
intre 1970-1987) „Obraze si masti”-1994 „Casa de sub stejari”-1999. intre timp organizeaza 
numeroase expozitii personale de sculptura si pictura la Cluj, Bucuresti (1933 - Sala Hasefer, 
1936 - Sala Mozart; 1942 - Sala Dalles, 1944 - Sala Dalles, 1957 - Sala Magheru, 1967 - 
Sala Dalles, 1978 - Sala Dalles, 1984 - expozitie retrospective Sala Dalles) Timisoara, 
Brasov, Paris (1938), Varsovia (1977), Athena (1979). Participa la cele mai importante 
expozitii colective din Bucuresti si Cluj, precum si la expozitiile de arta romaneasca din 
strainatate, importanta deosebita o are Bienala de la Venetia din 1976. 

Din meditatiile risipite in caietele partial editate apoi sub titlul In spatiu si timpitxei 
volume, 1970-1973), Ion Vlasiu construieste in ciclul sau romanesc o lume coerenta, 
consonanta cu opera sculptorului si pictorului tocmai fiindca toate se regasesc in cele din 
urma in una si aceeasi interioritate fecunda. Fara indoiala cel mai realizat tablou epic este Am 
plecat din sat, amestec de traditional si modern; mai cu seama proza traditionala, deoarece ea 
evoca o varsta si un spatiu recurente in literatura romana: copilaria la tara, socul despartirii de 
sat, impactul cu lumea citadina, diversitatea acesteia. 

Aparent, mozaicul intamplarilor repeta tehnica amintirilor din copilarie ale marelui 
humulestean, cu aceleasi figuri tutelare: mama - frumusete de madona rustica asprita de grijile 
coplesitoare ale unei gospodarii ce se ruineaza in lipsa barbatului mort in razboi; ea insasi 
secerata de boala in plina tinerete; tatal amestec de duiosie si asprime; portretul hieratic al 
strabunicului Bacu, dar mai ales extraordinarul cuplu al Bunei si Mosului veghind fiecare in 
felul sau cu sentimente contrastante soarta orfanului. 

Acestui nivel ii este tributar si lexicul povestitorului care nu refuza stridentele 
coloristice. Voluptate in explorarea unor straturi geologice, satul e pentru Ion Vlasiu 
„Atlantida mea”. Dar tocmai acest sentiment al derivei si scufundarii introduce in text o fibra 
de ironie amara, incat cunoscutul topos al dezradacinarii - frecvente in lirica ardelenilor - 
apare rastumat. 

De altfel, ciudateniile copilului in conflict cu mentalitatea colectiva si cu structurile 
arhaice, prevestesc neastamparul, curiozitatea, setea de noutate a tanarului artist. 

In perspectiva constructiei integrale, in cadrul careia romanul din 1938 reprezinta secventa 
cea mai rotunjita si cea mai realizata din punct de vedere artistic toate judecatile enuntate in 
legatura cu proza lui Vlasiu trebuie relativizate sau reformulate. 

Desigur, elementul rural arhaic de veche civilizatie autohtona exercita o fascinatie 
puternica asupra autorului, dar nu mai poate fi judecat ca un cadru inchis al naratiunii, ci doar 
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ca un factor de opozitie in raport cu civilizatia citadina, moderna, ca o imagine de 
contrapondere mirifica desi contorsionata de convulsii profunde. 

Memorabile sunt certurile pentru pamant (pentru avere in general) din sanul familiei, 
precum si tirania „Mosului" asupra copiilor. De altfel, „Mosul" si „Buna", creionati dupa 
chipul real al bunicilor din Ogra ai scriitorului, cu delicatetea si sensibilitatea ivite din 
dragostea pe care le-o pastra, dar si cu privirea rece, a observatorului impartial sunt poate 
personajele cele mai reusite ale cartii. 

Daca in romanul Am plecat din sat Vlasiu parea ca se foloseste de copil (alter egoul 
sau) ca de un pretext spre a da contur imaginii satului copilariei, in Drum spre oameni 
accentul se muta pe trairile si devenirea personajului principal. 

Dintr-o proza de atmosfera menita a surprinde o colectivitate, cartea se transforma in 
romanul formarii intelectuale si artistice a unui personaj, intr-un bildungsroman. Curgerea 
vietii lui Ionel cu privatiuni, cu experiente sociale si erotice, cu acumulari spirituale si trairi 
interioare, cu castiguri in cunoasterea oamenilor si a realitatii, ordoneaza un irnens material 
faptic pe care autorul il domina autoritar si il prezinta atractiv. Naratiunea e scrisa cu nerv, 
adesea chiar cu suspans si e intesata de simboluri ce ii adancesc sensurile, de pilda: susurul si 
oglindirile Muresului, sclipirile dragostei, azurul cerului etc. 

Limbajul e viu, colorat cu metafore si cuvinte fruste uneori chiar cu regionalisme. in 
configurarea personaj elor se simt dalta si penelul artistului plastic care alege cu talent detaliile 
sugestive ca si elementele esentiale. S-a vorbit, nu intamplator, de modalitati expresioniste in 
desenul figurilor si in perspectiva planurilor narative. 

Trasatura de baza a prozei lui Vlasiu o constituie lirismul de o mare varietate, mergand de la 
patosul frenetic al participarii la viata personajelor pana la poezia descrierilor de natura si la 
duiosia infatisarii figurilor apropiate. 

O proza poematica avand delicate alunecari in fantastic fiind frecvente si in trilogie, se 
afla in Poveste cu naluci (1941) istorie a unei iubiri tulburatoare cu consecinte formative 
asupra autorului. in mod complementar proza artistica in cea mai mare parte cu substrat 
autobiografic, constituind o bogata mina de date pentru istoricul literar are alaturi vastul jurnal 
publicat sub titlul In spatiu si timp (I-IV, 1970-1987). 

Parcurgandu-i ultimele file ale cartii O singura iubire (1965) , nu ai senzatia ca termini de citit 
o carte, ci ca iti iei prea devreme ramas bun de la un prieten drag care intr-o atmosfera de 
calda si nesilita intimitate ti-a povestit prin cate a trecut din ziua de cand n-ati mai fost 
impreuna; constati ca in decursul intregii povestiri tonul i s-a mentinut simplu si fara emfaza. 
Surprinzator de mladioasa pentru scurtimea ei, firaza lui vadeste o remarcabila maiestrie a 
cuvantului scris. „Iubesc viata mai presus de orice. Ea e singura mea iubire” intelepciunea 
cristalizata in aceste cateva cuvinte formeaza esenta intregii carti asupra sensului artei, asupra 
felului in care relatiile dintre oameni trebuie sa se desfasoare, asupra multor altor probleme 
care in totalitatea lor formeaza un sanatos sistem de gandire social-artistica. 

incercand sa-i surprinzi mecanismul intim al elaborarii estetice ai putea sa crezi la 
inceput ca totul in aceasta carte s-a realizat usor, ca intr-o curgere lina. Abia dupa ce citesti 
mai adanc tesatura , incepi sa intelegi din perfecta cumpanire a tuturor mijloacelor literare 
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intrebuintate, ca te gasesti in fata unei opere literare care inchide intre paginile sale o 
indelungata munca desfasurata in mare parte deasupra hartiei si cu condeiul in rnana. 

Lupta artistului cu el insusi, conflictul ornului cu societatea, bucuria implinirilor si mai 
ales continua indoiala privitoare la sensul existentei si la valoarea artei razbat din aceste 
pagini emotionante. Demna de consemnat e in Obraze si masti (1995) suita de portrete ale 
unor personalitati pe care le-a cunoscut creionate in tonuri alb-negru intense. 

Cartile au fiecare cate un suflet. Atragatoare prin valoarea lor literara si deosebit de 
interesante ca marturii asupra vietii catorva dintre artistii nostri plastici de seama, aceste 
memorii asigura o buna trecere a anilor vietii. 

Modul privilegiat de expresie de-a lungul intregii sale cariere artistice a fost cioplitul 
in piatra sau lemn, inteles nu doar ca tehnica, ci, in spiritul ideilor timpului ca o cale de acces 
spre sensuri primordiale ale materiei. A practicat si sculptura de modelaj in portrete si reliefuri 
in teracota, unele cu tema religioasa care pastreaza in planurile largi amintirea formei 
cioplite. De prin anul 1940 incepe sa fie interesat de geometrismul si elementaritatea artei 
taranesti pe care sculptura si pictura le incorporeaza. Ion Vlasiu alterneaza cioplitul cu 
modelajul, sculptura cu pictura, tendinta spre abstractie cu valente simbolice ( seria de Ritmuri 
din 1933, Stihiile razboiului, 1965-1970 sau sculpturile in lemn traforat si colorat din anii 80 
- Paradisul terestru) cu figuratia. 

Este autorul mai multor monumente dedicate unor evenimente sau figuri memorabile 
ale istoriei si culturii romanesti - Horia, Closca si Crisan (Cluj, 1974), monumentul Unirii 
(Blaj, 1975), Aurel Vlaicu (Targu-Mures, 1976), Ion Creanga (Piatra Neamt, 1983). 

Vlasiu se infatiseaza ca un artist care vede in interesul pe care ll arata fenomenului o 
dimensiune obligatorie a menirii sale artistul adevarat trebuie sa fie dublat de un pasionat 
investigator al climatului cultural, caci, altfel, risca fie sa se abandoneze unui cult al propriei 
valori - distructiv si reductionist, fie sa se rupa de realitate, comitand astfel greseala de 
neiertat de a-si refuza accesul la chiar sursa de inspiratie a artei sale. Fie ca abordeaza arta din 
perspectiva teoretica sau analizeaza materializarile ei particulare Vlasiu trateaza intotdeauna 
cu seriozitate si responsabilitate subiectul, ajungand sa contureze o adevarata ars poetica, pe 
care o supune dezbaterii ori de cate ori are ocazia. 

Ca intotdeauna cand isi propune sa descifreze paradigma unui anume concept, el 
incearca sa nu scape din vedere nici o components a acestei teme de meditatie, formuland atat 
definitii ale artei, cat si ale artistului, abordand problematica talentului, a stilului si a 
echilibrului estetic, investigand specificul operei de arta, analizand doctrine si curente 
artistice, comentand fenomenul artistic romanesc si universal. Chiar si in acest areal teoretic, 
Vlasiu nu abdica de la principiul autocunoasterii, asa ca analizele de acest fel se focalizeaza 
adeseori asupra creatiei personale, oferindu-i cititorului privilegiul de a asista la un fascinant 
spectacol al unei constiinte artistice acutizate la extrem, de o sensibilitate profunda orientata 
spre satisfacerea nevoii presante de autodefinire. 

Voin(a de a transmite sensuri pe calea simbolurilor, facandu-§i un program din a nu co- 
pia realitatea, il duce uneori la rataciri, in care socotea ca rostul artei ar fi acela de a sugera 
mi§carea materiei privita in abstracjia ei. Nevoia interioara de a fi original se suprapune insa, 
constant, nazuin(ci de a se §ti inteles, receptat de oameni, de oamenii adevaraji, cinstiji, de cei 
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ce muncesc. De aici permanenta sa neliniste creatoare, vesnica sa nemullumire de sine, 
necesitatea rcsimtita de a se dcpasi continuu, pana la gasirea celui mai drept si luminos drum 
spre oameni. 

Importanta sculptorului §i pictorului Ion Vlasiu Tsi va impune locul meritat in devenirea 
artei romane§ti a acestui veac. Ca si scriitorul, de altfel, de neocolit intr-o viitoare istorie 
literara. Artist total, de factura renascentista, cum tot mai pupni exista, Ion Vlasiu mai trebuie 
inca descoperit §i asczat la locul ce i se cuvine in artele plastice si in literatura noastra din 
acest framintat slirsit de ev. 
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The Concept of Honour in Caragiale's Female Character 
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Assist. Prof., PhD, "Transilvania" University of Brasov 


Abstract: In Caragiale’s literary universe, the drama of the female character is limited to 
’’farce ”, as Ioana Parvulescu defined it. The romantic literary model of angelic womanhood, 
in which honour and virtue represent the focus of female existence, experiences a process of 
dilution, being ironically disconcerted by the author, step by step. 

Keywords: honour, Romanticism, female character, literary representation, irony. 


Honour, apart from virtue, is a dynamic concept, deeply related to the way society changes 
along the decades. It can be perceived as code of conduct or social convention, either quietly 
accepted or loudly preached. Associated with ’’male authority”, the concept of honour had its 
glory days in literature. Heroic attitude, pride, dignity and bravery were requisite, all being 
defining elements of the medieval chivalrous model. 

During the Romantic century, masculine honour remains faithful to the original chivalrous 
pattern only up to a point, because, once the dilution process of the dominant masculine 
model begun, the concept of honour itself gradually lost its power. The process of weakening 
of these concepts that marks a change of paradigm is visible in Caragiale’s works, where 
ridicule is brought to the rank of art. 

In the Western bourgeois universe, the inherited code of honour does not abandon the well 
established values of conduct. Those values still emphasize moral discipline, constraining of 
sexuality and fertility, proof of courage, loyalty and bravery in combat (N. Robert 1994, 47). 
The feminine quality which largely corresponds to the male’s honour is ‘virtue’. The woman 
of the 19 th century is ‘glorified as the angel of the household, protector of the home, her role is 
to be a mother, housekeeper and wife, guardian of morality, culture and religion’ (G. Bock, 
2002, 110). In the European Bourgeois society, although the woman has the moral and 
cultural mission to civilize the proximal universe, the male still has the dominant role as the 
being superior by reason to the fragile woman, who, while still depending on him for a good 
name, becomes bolder and bolder. 

Within the Romanian literary 19 th century Caragiale is part of the category of the ’’ironic 
writers”. Two of his famous predecessors are Negruzzi, with his superb heroine, ’’Lady B.”, 
and Hasdeu with ’’The Little One”, an angel of the suburbs. However, Caragiale cynically 
separates himself from the romantic cliche of the Lorty-Eight’s literature that entraps the 
woman in an obsolete angelic corset. 
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This essay takes into account a limited number of characters, but they are emblematic for the 
author’s rendering of the concept of honour, with the variant of feminine virtue, which makes 
them representative for Caragiale’s literary work as a whole. Wealthy ladies, Veta (A Stormy 
Night), Zoe (A Lost Letter), Aglae Verogopolu (Small Savings) and dame Sofica 
(Honeymoon) are all part of the category of respectable wives and, in dame Sofica’s case, 
diligent mothers. An important distinction must be made here: the almost twenty years that 
separate the sketches from his comedies also reveal a change in Caragiale’s rendering of the 
concept of honour. 

In the comedies - A Stormy Night and A Lost Letter - the literary criticism discovered a 
narrative which is excessively and explicitly oriented towards honour and virtue in characters 
like Master Dumitrache or Zoe. When Dumitrache, with a bellicose attitude, says: ‘My pride 
is gone. I don’t care about anything anymore. My honour as a family man was tarnished, now 
nothing else matters, even if I go to jail’ (Caragiale 1984,78), he is just a ridiculous vestige of 
the ’’Pater families” image that has dominatet the literary universe for so long. The romantic 
heroism, a quality exclusively attributed to male characters, is here reduced to a pompous 
speech about ’’pride” and to the ’’enraged” gesture of pulling a sword ’’ready to go to battle”, 
all dismissed by Veta with a loud laugh. 

The obsession for honour represents an ironic dilution of the image of the bourgeois patriarch 
for whom personal attributes are his second nature. It guarantees his identity as an honourable 
man leading an honourable family. The obsession with his honour is the reason that keeps 
Master Dumitrache, merchant and captain of the city’s guard, from publicly cop the ’’tramp” 
who messes with his sister in law. It is also a reason for Chiriac, his second, to protect 
Dumitrache’s honour as a family man when he is not around. Having a strong belief in his 
noble mission, as he sees himself as the protecting ’’patriarch” of the household, Master 
Dumitrache, who acquired an ideal image of the two women in his household, considers 
himself the sole authority fully responsible for their honour (and virtue). In his eyes, his wife 
Veta and her sister Zita are fragile and shy angels of the house. He would not talk ’’straight” to 
Veta, and does not want to ’’explain to her the formals of things so she's not embarrassed”. 
(Caragiale 1984,81) He feels that Zita, a ‘romantic’ girl who attended three years in a girls’ 
boarding school, must be saved from the hands of the ‘tramp’ who was ’’treating her with 
insults and beatings” and ’’did not care about his own honour as a family man” (Caragiale 
1984,82), despite his pretence of being a merchant himself. 

The same image of womanhood is revealed in another male character, the respectable 
Trahanache, another ’’patter families” whose imaginary portrait of honourable man ”is 
contradicted by the real portrait of an imbecile cuckold”. (Fanache 1984,123) He sees Zoe, his 
wife, in the same idealistic light: she is a sensitive angel, a priestess of the home. She must be 
protected by both the ’’venerable” husband and the ’’honourable” lover from the despicable 
’’forgery” she was framed for by the ’’miserable” Catavencu. As we know, the saviour will be 
the sly and ’’venerable” Trahanache. The lover, Tipatescu, a poor caricature of the romantic 
lover, suggests running away as solution to the situation. In Zoe’s spoken interventions, the 
term honour is only pronounced once, with the meaning of ’’reputation” or ’’prestige”. The 
lost letter could cost her her honour; she would become the subject of everyone’s gossip, with 
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or without a motif. Tipatescu does not give in to Catavencu’s requests and Zoe finds him 
guilty of prioritizing his political interests over the honour and life of the woman he loves. 

In the literary critics have was mentioned time and time again Zoe’s ability to manipulate, 
graciously or harshly, the men in her life, so we are not going to reiterate. Our point of interest 
in the two dramas was the portrait of the apparently strong husband, patter families who, 
following the dominant pattern of the epoch, naively treat the woman like a fragile being, 
sheltered in the golden cage of the home. 

Characters which are gradually revealed as devoid of both heroic and tragic substance are 
brought to light by the irony which envelops the text. The concepts of honour and virtue are 
reduced to a grotesque tirade, for both the masculine characters and their ’’sensitive” consorts. 
As we stated earlier, the time distance that separates Caragiale’s comedies (1879 - A Stormy 
Night, 1884 - A Lost letter) from his sketches (gathered in the volume Moments, published 
in 1901) is also the distance that marks the author’s definitive separation from the literary 
idealised typology of angelic femininity. 

The two sketches we have in view here, Small Savings and The Honeymoon, focus on the 
image of the high life wife and mother, two feminine typologies present in most of 
Caragiale’s sketches. There is a progression, said the literary critic Garabet Ibraileanu, from 
Mita Baston to other characters in Caragiale’s sketches (Ibraileanu 1930,85) that marks the 
’’raising of the masses”, the evolution of our bourgeoisie. But, no matter how high on the 
social scale the characters are, sais Ibraileanu, Caragiale is interested in the ’’slum as spiritual 
category”, that includes the upper class as well. The two sketches included in the section 
dedicated to family life are focused on dynamic characters, true city girls. This mobility is 
’’the consequence of the urbanization, which allows a decent lady to get out and conquer the 
centre of the big city” (Aries and Duby 1997,117). It is no longer unusual for a lady to travel 
by train, like Madame Sofica, who joins her daughter for a trip, nor is it awkward to travel all 
the way across town on her own in a horse carriage, like charming Madam Aglae Verigopolu 
in Small Savings. 

Unlike in the comedies, where the auctorial voice is hidden behind the character’s action and 
gestures, in his sketches the author, apparently, takes the liberty to get involved in the plot. 
Here, the author-narrator ironically complies with the situation he narrates and emphasizes the 
moral fault of the world he lives in. Consider the following example where the narrator notes 
the words of his friend, Iancu Verigopolu: 

Because if Mr Georgescu had not been a scumbag, I would have kept my job; I wouldn't have 
submitted my resignation... But for a miserable three hundred lei salary, well, what am I 
saying three hundred, I would take home two hundred fifty six and fifty... and to put up with 
all the annoyanc, arrogance and lack of education of a boss... (Caragialel984,100) 

His friend, Iancu Verigopolu, man of a strong and harmonious character, argue about his 
honour as a dignified and true person, discursively overwhelming and perplexing the narrator 
with the emphasis of an antic philosopher. Verigopolu genuinely thinks that the honour of a 
man who is poor but honest is more important than any attempt at finding another job. The 
image of the husband - the absolute master, protector of the household who channels all his 
energies to provide a decent leaving for his family - proves to be nothing more than empty 
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rhetoric. The stronger and ampler he speaks, idealistically cultivating his conviction in 
sustaining his principles - which confuses the narrator - the less he acts. 

Aglae Verigopolu, the wife, an elegant and charming dame, both energetic and efficient is the 
one who ’’takes care’ of things in a spectacular way, obtaining what seemed impossible for the 
husband - luxurious housing: ‘living room, four bedrooms, bathroom, kitchen, servants” 
room, basement, private yard, tout-a-l’egout, little garden’ (Caragiale 1984,166). Even more, 
the rental contract is closed for three years and six months’ rent is paid in advance. She still 
plays her role as lady of the house up to a level: she invites the narrator to eat lunch at their 
place after she does herself the grocery shopping for marvellous dishes, all paid from her 
’’small savings”. After lunch she gets busy and goes out to visit her ’’tante”. Her ’’little 
rooster” stays home for drinks with the confused narrator, who, in amazement, ’’watches 
again, like an imbecile” (Caragiale 1984,169 ) how the husband ’’makes” a lot of money from 
his wife’s ’’small savings”, oblivious to the fact that she is using her feminine charms to 
provide a better living and - of course - to support the ‘strong character’ of her husband. 
Another feminine figure that stirs the professional interest of the writer is the mother. We will 
encounter many mother figures, young or old, among the heroines of Caragiale’s short stories. 
On the other hand, if the husband is usually a puppet, the masculine character seen as a father 
figure is scarcely present in Caragiale’s sketches, in fact, as Ioana Parvulescu remarked, if 
there, he is completely absent. Thus, the typical domineering masculine pattern is either 
reduced to caricature or his role in the narrative is otherwise suppressed. 

Beginning with the second half of the 19 th century, a ‘secular religion of mother and family’ is 
publicly promoted. (Lipovetsky 2000, 101). The duty of being a wife and mother is seen as 
sacrosanct. A woman's meaning in life is to dedicate her entire existence to her husband and 
to her children's education, to be committed body and soul to her household. As a mother, the 
woman must be synonym with kindness, goodness, gentleness and sacrifice, especially when 
she accompanies her offspring everywhere, preoccupied with their happiness. 

That is precisely what Madame Sofica does in The Honeymoon. She is a ’’skinny woman, in 
her forties, who seems to have been really pretty in her younger days; the fiery type, with 
bright eyes, glimmering and full of ruse” (Caragiale 1984,355). The mother is travelling by 
train to Pesta, joining her daughter ”a striking blonde beauty” and her husband, a portly 
gentleman, who is not really old, between 50 and 60, dependent on his hearing aid, Kneipp’s 
treatment and some American pills. The apparent normality of this situation is shattered when 
in the train car, joining the married couple, appears the young and Misu, a ’’dark skinned man 
in his thirties, handsome and strongly built” (Caragiale 1984,357). In this short story we will 
see happening out in the open something that the 19 th century would only allow in the sacred 
space of the house, in the confines of the interior. The embarrassed witness to a love scene 
between young Mita, the blonde wife, and Misu is none other than the narrator, a haphazard 
traveller who happen to be assigned a seat in the same car of the train. There is another 
witness, Madame Sofica, who, unlike any mother in the 19 th century, rather protecting her 
virtue, protects the daughter’s flaunting affair instead. From now on, the image of the woman 
in Caragiale’s writings no longer fulfils the role of the supervisory body, but she distances 
herself from the preoccupation to preserve her honour that we could observe in a character as 
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dame Joitica. In fact, the portrait of the mother with bright eyes, glimmering and full of ruse, 
is the hint of a wild youth, just like the daughter’s, fiind stability complicitatea pe linia 
moravurilor. 

The question that arises as a logical conclusion at the end of this analyze is: do Caragiale’s 
prose really portrays women in the process of emancipation? They are, indeed, dynamic 
characters, they ‘own the town’ and travel a lot for business or pleasure; therefore, from this 
point of view the emancipation is obvious. However, this is a horizontal evolution and deals 
with the conquering of the space, but has nothing in common with the spiritual emancipation 
that takes place vertically, in the intrinsic core of being. 

The imposing patter families’ pattern of the masculine figure undergoes a significat 
deterioration process. If the comedies bring forth masculine characters who act under the 
heroic impulse to protect the woman and place her on a pedestal, (see Tipatescu, Trahanache, 
Master Dumitrache, Chiriac), quite the opposite, in the Moments, the hero is either a puppet 
(Iancu Verigopolu, the son-in-law), or, in the instance of the character-narrator, he approaches 
the woman according to the obsolete romantic cliches to the effect that he finds himself 
inadequate to the new type of femininity. 

The femininity still belongs to the private environment, but is, in fact, much less dependent on 
men, with the result of social liberation. However, Caragiale’s female characters 
emancipation in Moments stops here. They don't have the desire for individual recognition 
and self validation. The woman in comedies and sketches chose a perpetual gravitation 
around the man - even if he's only just a name - as she does not intend to change her status. 
This is the only liberty she chooses, this is the ideal scene that allows her to act anyway she 
wants, and thrive. 
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